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CONTRIBUTORS 


CONTRIBUTING ARTISTS 


Every month, many creatives and artists around the world contribute to 


3DCreative Magazine. Here you can read all about them. If you would like 


to be a part of 3DCreative or 2DArtist Magazines, please contact ben@ 


Tuc Tuc Tutorial Artists. These wonderful people 
are responsible for translating our 3DSMax 
content for Cinema 4D, Lightwave, Maya & 

Softimage XSi. Most of them have been with us 

since the joan of Arc series, and also worked on 


the highly popular Swordmaster Series. 


zoopublishing 


BOGDAN 
HORDUNA 


Is a 3D VFX Artist, 
in lasi, Romania. 
He started back in 
‘99 with 3D Studio 
Max, but in 2000 


trained in Maya. He 

has been a Modeller and Texturer for a few 
3D animated movies games, and is also a 
Modeller, Dynamics & Particles, Lights & Render 
Supervisor for many commercials, music videos 
and industrial presentations. 
ionuts@catv.embit.ro 


suiobo@yahoo.com 


LUCIANO 
IURINO 


Started back in 

'94 with 3DStudio 

on MS-Dos as a 
Modeler/Texture 
Artist. In 2001, he co- 
founded PM Studios 


and still works there as Lead 3D Artist. They 
recently developed the videogame "ETROM 

— The Astral Essence". He also works freelance 
for magazines, web-portals, GFX & videogame 
companies. He recently left the 3DS Max 
environment to move on to XSI. 


iuri) pmstudios.it 


GIUSEPPE 
GUGLIELMUCCI 


Is a Freelance 3D 
Modeller/Animator. 
He began using 
computers with the 


epoch of the vic20 & 


Cinema4d was his 

1st 3D software. He started working in the field 
of CG in 1999 in Commercial Design. In '03 

he worked on "ETROM - The Astral Essence", 
an RPG video-game for PC, developed by 
PMstudios. He currently hopes to work in the 
video-games industry & develop his own game. 


pikoQpikoandniki.com ^ www.pikoandniki.com 


NIKI 
BARTUCCI 


Is a Freelance 3D 


Modeler, in 
Italy. She started 
working in the field of 


Computer Graphics in 


2000 as an Illustrator 

& Web Designer. In 2003 she started using 3D 
software, such as CAD & 3DS Max. In that year 
she worked on "ETROM - The Astral Essence", 
an RPG video-game for PC, developed by 
PMstudios. She is currently a freelancer, 
specialising in commercials. 


niki@pikoandniki.com www.pikoandniki.com 


ROMAN 
KESSLER 


Is a Freelance 3D 
Artist, in Germany. 
In ‘93 he made his 
1st 3D model, using 


a shareware 3D 


software for DOS that 

was very limited. He got addicted & started with 
Lightwave in '97. Since 2005 he has worked 
professionally as a Freelancer. He likes all 3D 
tasks equally, with little preference to modelling 
and texturing. Besides client-based work, he 
also works on personal animation projects. 


www.dough-cgi.de 
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3dcreative CONTRIBUTORS 


GUILLAUME CESAR 
OSPITAL ALEJANDRO 
Is a 3D Modeller/FX MONTERO 
Artist, at Antefilms OROZCO 
Is a 3D Artist & 


Studio, in Angouleme, 


France. He started in Computer Engineer, 


CGI with 3D Studio in Zapopan Jalisco, 


Max 4 when he was a Mexico. He believes 


student, and leter switched to Softimage XSI. He in the balance in life, and all of its aspects. He 


currently works as an FX Artist & 3D Modeller appreciates his health above anything else. His 


on several animated series (“Code Lyoko”, career goal is to tell compelling stories using CG 


“The Fantastic Four”, etc.). He looks forward in feature films. 


to working within the video game industry. 


mr.crowley@wanadoo.fr montero@archeidos.com 
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Came from a 


EUGENIO 
GARCIA 
(a.k.a. Artecnl) 
is a Freelance computer engineering 
CG Illustrator, in background and has 
Monterrey, Mexico. 


He started in 3D 


been doing 3D for 
2 and a half years. A 


He’s currently working 


two years ago with 
LightWave 3S 7.5 - self-taught. He graduated as in Electronic Arts, in Montreal, as a Modeller. 


a Graphic Designer from the Facultad de Artes Besides his working title, he would like to be a 


Visuales U.A.N.L., and hopes to soon get a job Digital Sculptor and Scenery Creator. The road 


in the illustration business. is long and he still has tonnes to learn, yet he 


has the confidence to achieve more in the near 


future. http://jackzhang.cgsociety.org/gallery/| 


artecnI@gmail.com 
erangivess08@hotnaon 


| http://artecnl.carbonmade.com/ 
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the world to change to 


WOULD YOU LIKE TO CONTRIBUTE TO 
3DCREATIVE OR 2DARTIST MAGAZINE? 


We are always looking for tutorial artists, gallery submissions, potential 


the better and to make 


it a happier and more 


colorful environment interviewees, making of writers and more. For more information, send a 


for us all. Things will not change until we try to link to your work here: warin@zoopublishing.com 


change them. We are the future and the time 


has come to step up and become it. Art has no 
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skin or religion or belief. It should always be 
beautiful and that is what I aim for. 


khalid@muharraqi-studios.com 


www.muharragi-studios.com 
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Humans Mad 


The Original Total Texture 
collection was created in 
2001, utilising the best 
methods and technology 
of the time.Since then, 
techniques and 
technology have both 
moved forward, and here 

at 3DTotal we felt that 
although the original 
collection is still widely 
used and highly 
regarded among artists 
and studios of all 
calibers, it was time for 

an update... 


This enormously 
improved version of 
the original texture 
collection now contains 
272 individual Materials, 
comprising of over 938 
individual, hand crafted 
texture maps. Every 
Texture now has its own 
unique colour map, bump 
map.There is also over 50 
new alpha and 100 new 
specular maps. 


totalfexturess 
Bee 


15 Collections of amazing Textures 
r full information and pricing induding discounts of up to 25% visit www.3dtotal.com 
Existing v4 owners can get the new upgrade for only $29 usd! 


total [extures 


What's new? 
This new collection 
consists of 272 materials, 
comprising of 938 
individual maps!! (Colour, 
Bump, Specular and 
Alpha maps). We have 
also included 36 psd files 
for some of the textures, 
allowing you to 
customize some new 
textures of your own. 
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2 Creaturdililiscell'neous 
Bug Scales 
14 Cream (Body) 


27 Create Skin (Facial) 
16 www.3d.sk images 
16 Human Eyes 

2 Human Hair 

12 Human Misc (Body) 
24 Human Misc (Facial) 
47 Human Skin 
(Abnormal) 

2 Human Skin (Old) 
13.Human Skin (Tatoo) 
34 Human Skin (Young) 
15 Human Skin 


(Reference) 


PASCAL BLANCHE An Interview With 


FISKE BLANK 


Hi, Thanks for Talking to us. What got you into 3D? 

Hi! Well, | first wanted to be an illustrator when | was young, drawing 
comics and monsters, but the paper was kind of boring for me because 

it didn’t convey enough life (and | was not that good with a pencil). Later 
on, it was movies like Star Wars, Dark crystal and Ray which started to 
influence me when | was a teenager. | discovered 3D pretty late in my art 
education, but soon totally understood the full power of CG (Darth Vader 
speaking ;-). With just one tool, | could draw, sculpt, animate, do whatever 
they do in movies just like that in my bedroom. it was an amazing 


sensation of freedom for me. 


What keeps you in 3D? 

Maybe the same reasons that got me there in the first place, to me it is the 
most appropriate tool for my visions. It is also a process | know now pretty 
well from the idea to the final touch ups in photoshop. | continue to refine 


better production pipelines to get better quality and faster execution. 


page 7 
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Inspiration is everything, yes! Of course, from 


time to time | get ideas of my own, but | do 
have to dig a bit. | will certainly always pick up 
many references that give me the ideas. | read 
a lot. Books, comic books, mangas, artbooks 
and | watch lots of movies too. Music can 


become a very handy source of inspiration 


PASCAL BLANCHE An Interview With 


What is your art mainly used for? 

So far, | would say mainly covers for 3D magazines. I’m starting to get 
more contacts for covers of books, however, 3D is still not something 
that people are used to seeing in the same light as classic or digital 2D 


illustrations. 


You have an extensive portfolio, where on earth do you find the time? (As 
we hear you are now the proud father of 2 boys ;-) 

Ahah thanks ;) actually my second boy is only a few days old, and I 

have stopped all my production work for a while to concentrate on my 
little family. Taking breaks from time to time is very important during the 
creative process. | usually work on my personal illustrations at night, 
betwen 10 and 1 in the morning, three nights a week. All | do during this 
time is focus on results instead of details. | like to work on all aspects of a 
picture: composition, structure, theme, energy, and usually go as fast as | 
can directly to a posed and framed model. This way | can achieve a good 
quality in for work, and keep the creativity energy till the final touch up. | 


create each illustration in about three to five nights. 


All of you work has a similar theme, but not necessarily a similar style, 


why is this? 

The main reason is that I like to experiment a bit. There is no reason why 
| should stick to one style or another for now. Even if there are some 
common elements here and there that I like to continue to play with, 


visually ! feel like | can improve my style a lot.. 


What has been your favourite project so far? 

Each project has it's good and bad points. | like to be challenged in 
my work, and | dont like being too restricted, visually speaking. The 
last commission | created for Autodesk was really fun and motivating , 


because they were the first to ask for my personal touch! 
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What would be a dream project for the future? 
| have many dream projects. I'd like to create a 
graphic novel, work as independant illustrator, 
start a 3D model collection and work on an 
Artbook. My main dream would be to get the 
chance to work for someone who would totally 
support my creativity and let me 
experiment with all my visions. But 

| bet I’m not the first or the last to 


dream about that! 


PASCAL BLANCHE An Interview With 


3dcreative 


Do you have one 
piece of advice for 
any aspiring artists out 
there? 

| always give the 
same answer when 
asked this question: 
work hard, focus 

on finishing what 
you've started and 
learn from your own 
experiences. The 
more you practice, 
the better you will 
become.. Oh.. and of 
course, manage your 
free time: go outside, 
have fun, read , go 
to movies, and don't 
stay put behind 

your computer too 
much :) A passion is 
something you should 
enjoy, not become 


slave of. 


Thanks very much for 
talking to us, 

Good luck for the 
future. 

youre! welcome, it 


was my pleasure :) 
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PASCAL BLANCHE 


For more work by this artist please visit 
www.3dluvr.com/pascalb 

or contact them at 
lobo971@yahoo.com 

Interviewed By : Be 


3€ 3d402.COM 
The Finest 3d Model Store 


3d02.com. Commonly known as a high quality 3d model store, 

one of the premier stores of digital assets offering ready to use 

CG 3d models, and an open platform allowing artists to publish 
and sell their 3d models online 


Rhalid 


“THERE'S ALWAYS 

NEW MOUNTAINS 

TO CONQUER, NEW 

SHORES TO REACH, NEW 

PLANETS TO DISCOVER. 

GALL THAT GIVES ME projects in the wor 
SATISFACTION.’ [iM Literally!... 


In only 2 years, Khalid 
has co-founded a highly 
successful creative 
studio, which has worked 


on some of the biggest 


KHALID AL MUHARRAQI An Interview With 


Hi Khalid, It’s great to talk to you again, | think 


we first crossed paths when you were creating 
promotional images for 3DTotal, a lot has 
happened since then! 

Oh yes, | remember that time well and it was 
great fun working with you. Both of us have 
grown a lot since then!! 3Dtotal now has all 


these new fun products that help the community 


and your team continues to be great to us!! 
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Muharragi Studios is a fairly young studio, 
but you have been creating art for a long 
time? 


Yes, we're young in the market, but have 


been through a lot in the last 2 years 


from artistic creativity to supporting the 
community and finally to the development 
of the industry. On the other hand, | have 
been around art for a long time as | was 
born into an artistic family and studied art 


in college. 


Ww. 
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KHALID AL MUHARRAQ! An interview With 


Most of your work seems to be split between 
characters and architectural visualization, do 
you prefer either? 

AH!! Simply put, one is my bread and butter 
while the other is more of the Future and where 
we want to be heading towards. | would like to 
have the time to do more of the creative work 
(although the architecture is creative art itself), 
but it is not something that | have been too 
interested in, to consider it my kind of art. That 
is why | am putting together a few nice images 
with stories and ideas to be able to develop my 
gallery and move towards more of that kind of 
work. This also introduces the other things that 


Muharraqi-Studios does and is capable of doing. 


You recently helped visualize the Durrat Al- 


Bahrain project (which can be see on google 


3dcreative 


earth and looks spectacular). What was that like ^ together the models, finding solutions around the weaknesses in the software and hardware, and 


being involved in such a huge project? how to make it work. It was only when | got deep into the project and finalized the deliverables that 


When | first started | didn't really know what ‘big’ I realized the scale of it and it was great fun!! Since then, we have done a number of large projects 


really meant. To me it was all about putting and | am used to it now! 


WWW.3dcreativemag.com page 17 
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And now you have plans for creating the whole 
of Bahrain in 3D for future developments? 
Actually, the map is finished. I’m always 
working on refining it so we are trying to get all 
the latest data to plug into the map. We had 
the idea to build it when we were working with 
SOM Chicago to help them visualize the future 
of Bahrain. Their plans are meant to guide the 
growth of the Kingdom for the next hundred 
years, so I’m proud to say that | was part of that. 
We are now looking at creating other cities in 
3D! 


One of your 'motto's' is "We do not want to be 
busy, we want to be the best"... how important 
is the quality of your work compared to how 
much money you earn? 

| guess you can say that we have an attitude 

at the studio and are picky about what we do. 
It's just that we have spent years where clients 
have been picky about who to choose to do 
their jobs and it's nice to have the shoe on the 
other foot. | would say that we are at a position 
to choose the jobs that fit our style at M-Studios 
and that could be the designs & concepts, the 
location, the name, attitude, or finally the money 
;). The list of jobs we have rejected in the last 2 
years far exceeds the jobs that we have taken 


on board. 


What new challenges do you look forward to 
each day? 

| love to learn new things and that is why sites 
like 3dtotal and the various CG magazines that 
are out there are so important. They give me 
more info and help me investigate. | love to test 
software’s, plug-ins, new hardware and tools; 

it is just amazing for me how fast the industry 

is moving. | also keep updated on all the latest 
games on all the consoles as | consider Games 
to be like movies. It refreshes me to see all the 
effort that comes out from the many teams of 


artists. 


If we followed you around for a day, what would 
we learn? 

Not sure what you would learn from me other 
then | am in love with my work. My stress is 
part of my relaxation. | think | am dedicated, | 
take pride in what | do, | like to do the right thing 
and respect everyone who deserves it. | try to 
do what | can to help make things better for all 


of us. 


Looking back, which of the projects you have 


worked on have given you the most: 


Personal satisfaction? 

| couldn't really tell. You see, any project | 
do I learn a lot from and there's always new 
mountains to conquer, new shores to reach, 
new planets to discover and all that gives me 


satisfaction. 


KHALID AL MUHARRAQOI An interview With 3dcreative 


Stress? 

Oh!! All my clients are stress! When the clock starts ticking and there is 
someone waiting for it to happen, it is very stressful for me. Clients think 
that just because you are using a computer and 3D applications, this 
automatically means that it should be finished faster then usual. So it gets 
a bit stressful to educate clients all the time, | must say that some of them 


are very understanding by the end of it. 


OAN 
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Artistic Freedom? 

Well, there are two types of clients. One is the type that 
says; “Do what ever you think will work. We believe 

in you.” Others that would say; “No no no this is the 
right way.” When, we end at a dead end. Then they 
would say; “Oh!! Do what you think will make it work.” 

| believe that freedom is good, but your client needs to 
always be sure of what he wants. For example, when 


you help someone choose what clothes to buy, you will 


tell them what you feel looks better design wise, but if 


they don't tell you that they don't like Black it doesn't 
matter how good it looks on them, so this goes to any 
job you need to do for someone that did not think about 


what they really need. 
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Do you have one piece of advice for any aspiring 
studio founders? 

Yes!! First | would say that I still haven't achieved 
anything in my opinion. Well, not to the level that I 
would like to be at. As for advice, | would say, just 
follow your dreams, and make sure that it is your 
dreams !!! Don't stop, Just go for it! Be careful who 
you take advice from, who ever gives you the advice 
has to be worthy of critiquing you. Not only should they 
have the knowledge, but have proven themselves as 
someone the community looks up to, and finally they 


should actually get paid ;). This will be effective to help 


you keep your moral up and continue on the right path 


3dcreative An interview with KHALID AL MUHARRAQL 


3 Thanks very much for talking to 


us, Good luck for the future. 


For more work by this artist 
please visit 
www.muharraqi-studios.com 
Or contact him at 
Khalid@muharraqi-studios.com 


Interviewed By : 


Image by Muharragi-Studioso Ben Barnes 
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SynthEyes 2007@ 


3-D Camera Tracking Software 


Now with 


Maybe you are shooting hand-held, and need a more professional look. Maybe you are using other stabili- 
zation software, but are tired of limited functionality, poor tracking, or strange geometric distortions in the 
results. We've got the cure! 


SynthEyes now includes an awesome image stabilizing system, based on SynthEyes's famously fast and 
accurate tracking. Integrating auto-tracking and stabilization makes for a terrifically fast workflow, and 
means we can do all the sophisticated things to produce the highest-quality images possible. We added 
the flexibility to nail shots in place, but also to stabilize traveling shots. Then, piled on a full set of controls 
so you can direct the stabilization: to change shot framing, add life, or minimize the impact of big bumps 
in the footage. Since you've got other things to do, we multi-threaded it for outstanding performance on 
modern multi-core processors. 


We didn't forget about pure camera tracking either. SynthEyes 200777 adds single-frame alignment for 
nodal tripod and lock-off shots; a way to add many accurate trackers after an initial solve, for mesh build- 
ing; a way to coalesce co-located trackers, perfect for green-screen tracking; and about 50 other things. 


One thing we didn't change—our incredible price: 


See the website for more details on ANDERSSON TECHNOLOGIES LLC 


SynthEyes's amazing feature list. For more information and free demo: 
http://www.ssontech.com 


254 Exporters included standard. 
Fourth year in the market, 
PC/PC 64-Bit/Intel Mac/PowerPC Mac serving VFX artists in over 40 countries 
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Streamline your DI pipeline 
with the 3DBOXX™ RTX Series. 


Next-Generation AMD Opteron™ processors with DDR2 memory 
extend the industry-leading performance trajectory established by A M D 
Dual-Core AMD Opteron™ processors, while offering a seamless 
upgrade path to Quad-Core performance and leading-edge 
solutions to help run your business applications. 


Next-Generation AMD Opteron™ processors with Direct 
Connect Architecture and high-bandwidth DDR2 memory 
offer great performance for floating-point applications and 
enhance our performance-per-watt capabilities for even 
cooler, more silent operation. 


Opteron 


BOXX® Technologies, Inc. 
1.877.877.BOXX 
sales@boxxtech.com 


N 


www.boxtech.com 
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Crackdown is a third person action game that 
unfolds in a fictitious world called “Pacific City” 
Its frenetic pace sees the player exploring three 
main islands in a sandbox style manner where 
the chief objectives are to bring down the gang 
networks and collect orbs along the way. Starting 
off as a rookie cop your character gradually 
attains superhuman powers by exercising his 
skills in driving, agility, firearms, strength and 
explosives. With an increased agility level, the 
city’s vertical aspects suddenly become apparent 
and the notion of rooftop jumping becomes a 
game in itself ! We talked to three of the head 
honchos' at Realtime Worlds about crackdown, 


and the effects of Next Gen Gaming... 


/ “CRACKDOWN IS ONE OF THOSE GAMES 
THAT CAN NEVER REALLY BE DONE JUSTICE IN 
SCREENSHOTS OR VIDEOS, YOU REALLY NEED 
TO SIT DOWN AND PLAY IT, THATS WHEN THE 
MAGIC REALLY STARTS TO HAPPEN...” 


realtime 
uJerids 


3dcreative Realtime Worlds CRACKDOWN 


N 
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Describe the initial impetus behind Crackdown 
and the key stages through the games 
evolution. 

Billy Thomson - Lead Designer: The original 
concept came from Dave Jones; he wanted to 
create a truly free-form mission structure, set 
within a large open world, where the player 
would take the role of a crime-fighting hero who 
would progress physically and become more 
adept in their use of equipment and vehicles 

as they played through the game. It sounds 


really simple when you put it like that, but it 


took four years of hard work to make it a reality. Phil does a great job of 
detailing the different stages of development later on in this Q&A, so to 
avoid saying the same thing twice I'll talk about the areas that I felt were 
really important, or helpful, on our journey through the different stages 
of development. Staying true to your original design goals is something 
that is difficult, but incredibly important. I’m not saying you should never 
deviate from your original vision, but it is crucial to remain focused on what 
it was that excited you - and just as important, the publisher - from the 
original concept. The key goals for me on Crackdown were solid intuitive 
controls which are easy enough for a beginner to pick up, but have 
enough depth to really reward players who master the more advanced 
controls. A truly free form experience with no boundaries and no locked 
doors - you go where you want to from day one. In terms of character 
progression - a set of key skills that the player can advance as they play 
through the game - the key goal was to reward the player for performing 
actions they enjoyed doing, rather than forcing them to perform tedious 


LLIANT: 9 "muy NN tasks to advance their skillset. A well-rounded player character that can 
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n N perform all of the actions you expect to - jump into the air, grab any ledge, 
ERG pick up any object, drive any vehicle, fire any weapon - and then when you 


get this right increase all of the abilities to the point of making the player 
feel like a Super hero! At the end of the day, that's what we really wanted 
from Crackdown, to truly make the player feel empowered whilst they play, 


and | honestly believe we delivered on that goal in leaps and bounds. 


- We have done our best to stay true to those goals, and it was only when 
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we reached the stage of having a.build that was solid, with a high frame 
rate and as much final content as possible, that we could really start to 
find.out if we had made the right or wrong decisions. Our first taste of real 
«feedback came in the form of Microsoft's Usertest team. The Usertest 
team essentially pull gamers off the street, sit them down with the game 
and fire questions at them as they play. The Usertest labs have the ability 
to video the gamers hands as they play and sync this to footage of the 
game as they play it, accompanied by audio of all questions and answers: 


Each gamer is also given a Q&A sheet that they must fill in, and based on 


the answers the game is given final scores in different areas of the game. 
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| can't tell you just how useful this was to the 
development of the game; many areas where 
we thought the game was perfect were found to 
be confusing, and other areas where we thought 
we still had a lot of work to do were found to be 
perfectly controllable and easily understood. 
This was the stage where the game really 
started to come together; our initial set of results 
from the Usertest labs had really low scores 
across the board, so we basically knew there 
was a great game in there, but actually opening 
it up in an easily digestible way to a new player 
was where we were struggling. A few months 
later, and after many, many tweaks, additions, 
cuts and we had gone through Usertest again, 
we came out with very high scores - some of 
which were higher than any other game they 
had ever tested! After we got through Usertest, 
and were happy with how the game was 
received by new players, we set about finishing 
the game properly; getting the frame rate up to 
a stable 30 fps, and fixing all of our bugs - which 
is no easy task when you consider how much 

is going on at any time in Crackdown. Once we 
were making good progress with this we started 


to think about creating a demo that we could 


Realtime Worlds CRACKDOWN 


cP - [(20/ 172 


S 


yp* 


y 


BUTT 


w-— 68 


Issue 020 April 2007 


a À 


T 


——— 
E - 
Wa Se Sree NONI 


Realtime Worlds CRACKDOWN 


release via Marketplace. We knew that we would need 
to get a great demo out there for the public to play in order to generate the 
kind of buzz that would get Crackdown noticed, but the main objective of 
the demo was to get the game into the hands of the gamers. We knew that 
once the game was there for everyone to download and play we would be 
in good shape, as Crackdown is one of those games that can never really 
be done justice in screenshots or videos, you really need to sit down and 


play it, that’s when the magic really starts to happen with this game. 


Jeff Cairns - Art Director: When we talked about the concept and sheer 
scale of Crackdown, it became abundantly clear that we needed to make 
the game's styling as over the top as the action. Everything we talked 
about was 'turned up to 11' so a world of drab grey and brown tenement 
buildings didn't seem to be the best way to stage this. It was obvious to us 
from the start that the best reference point for this type of game already 
existed in comics and graphic novels which, despite having a variety of 
visual styles, all have the same fundamentals in common: they aim to 
depict a mixture of great drama and intense action in every page and often 
with an exaggerated palette that accentuates it all, which has turned into an 


extremely unique and compelling look for Crackdown. 


CRACKDOWN 


What have been the most notable 

challenges from an artistic 

viewpoint? 

Jeff Cairns - Art Director: Well, when you do a game as ambitious and 
expansive as Crackdown, *everything* is a challenge for the Artists - in 
all areas of departments. Looking back though, there are a few significant 
issues that came up that dominated all other challenges for us. Firstly, 
we knew from the off that we would need to render hundreds of assets 
off into the distance, viewable from insane heights and never dropping 
noticeably below 30 fps. As with all consoles, the XBOX 360 has finite 
capacity and power and we would never be able to go wild with detailed 
materials and geometry like other smaller games could afford, so the first 
challenge we faced was to come up with a style that would embrace this, 
as well as complementing the type of game we were making. | think we 
were lucky in that it was clear the ‘graphic novel’ approach was the best 
option all-round. | never knew at this stage just how difficult this would 

be to achieve though, in terms of balancing the lighting and colouring of 
the game, to make sure that all shaders and materials worked correctly 
at all times of day. This was our second and most significant challenge, 
and the early builds we were putting out showed that we were having 


difficulty getting this right. New assets (and graphics tech. for that matter) 
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were coming along all the time and we had to balance and re- 


balance things constantly - bolting new lighting features in along 


the way to resolve some emergent problem or other. In the end 


the lighting system became unwieldy and hypersensitive so it was 
only when development on all other graphics tech. tailed off that we 
managed to get it to settle down and balance correctly. In Ireland, 
we would call this ‘trouser haemorrhage time’. After this, the biggest 
challenges we had were down to the Agency character and vehicle 


development. Both had to transform physically from one level to 


another and this became a real headache for us. The main problem 


with both was that we needed to make every level exciting with the 


level five assets being completely hard-core, and also make sure 
there was a significant change from one level to another. In both 
cases we made concepts for all levels, and in both cases when we 
built them initially we discovered that we never went ‘crazy’ enough 
for the level 5 assets, and these had to become level 3 with two new 
levels bolted on. This was somewhat costly, but inevitable | think, 


and the later assets went a lot more smoothly. 


3dcreative 


The characters had the added complexity 

that we needed to show development of both 
agility and strength, and these could happen 

in any order, according to the way the player 
approached his character development. This 
was a nightmare in the beginning, given the 
number of potential variants we could end up 
having to make if we weren't careful. In the end 
though, our Characters Lead cleverly separated 
these skills so that the chest plate and body 
size would increase only with strength, and the 
underlying body suit would change with agility. 
This worked a treat for us in the end, I think. 
Added to this we had to make our animations 
develop with the different skill levels and allow 
the player to accurately access new parts of 
the world whilst still interacting correctly with all 
other objects in the game... but even thinking 
about all this is starting to make my hands 
tremble and my brow sweat, so we'll leave it 
there | think. Suffice is to say | think it all worked 
out in the end and we have a unique looking 
game and some fantastic experience now that 
we can draw upon moving forward. The fact that, 
as a result, | now resemble John Merrick's fat, 


older brother is just the price you have to pay! 


What are you most proud of about Crackdown? 
Phil Wilson - Producer: I think there's a lot for 
us to be proud of in Crackdown, and perhaps 
that's the first thing | should call out: the sheer 
breadth of content spanning multiple genres. 
Right from the first concept design this game 
was always incredibly ambitious. Though 

a few of the lower level features did hit the 
cutting room floor before we shipped, we never 
wavered on those initial high level goals. It was 
certainly extremely difficult creating, for example, 


a full interactive environment that pushed the 


boundaries of complexity - streaming, verticality, 


interactivity and, of course, population - not to 
mention managing it for an uncompromising 
online co-op mode. The fact that those goals 
were all nailed in such a spectacular fashion 

- in some cases exceeding even our loftiest 
expectations - makes me particularly proud of 


this team. 


www.3dcreativemag.com 
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shelves 

Phil Wilson - Producer: Well, as I've already 
mentioned, it all begins with the initial concept. 
It's scary that several million pounds are 
invested on such a brief and early statement 

of intent, and so striking that balance between 
'exciting' and 'achievable' in this initial 'creative 
contract' can often be the greatest project risk. 
We were fortunate though in that Microsoft had 
approached Realtime Worlds, and specifically 
Dave Jones, to literally ‘go for gold’; to call on 
our wide-ranging experience with the urban 
sandbox title, turn it on its head, and knock it 
out of the park. So that early ambition was 
scary (particularly for me) but it certainly helped 
knowing Microsoft had our collective back and 
was so committed to delivering a stunning end 
product. The design phase ensued, and the 
documentation quickly mounted as the devil was 


found in as much detail as possible. As we went 


along, and wherever possible, candidate features 
were quickly prototyped in an off-the-shelf 

game engine. Some rocked and some sucked; 
invariably it was impossible to call beforehand 

- hence the value of prototyping. Over three 

and a half years ago the initial prototype demo 
of Crackdown (though it had a different name 
then) was complete. In fact we were checking 

it out for old times sake last week, and it's great 
to see how close it is to the finished game. Skill 
development, a vertical city, the unique targeting 
System, and many other experimental features 
were all proven at that point. As a whole it was 
playable... just. But it was a fragile illusion of 

a game; it had no foundations and so, having 
proven that Crackdown was a game that needed 
to be made, the whole thing had to be torn down 
and planned properly in full. Pre-Production 
began with 'real deal' development. Complex 
underlying systems needed to be architected, 
though back then even we had no idea that the 
finished product would consist of over 2M lines of 


code! Meanwhile, those proven features had to 


Realtime Worlds CRACKDOWN 


be thrashed out in full; for example, we now knew 
it was fun to leap between rooftops and grab 
protrusions, but it also needed to look convincing, 
and feel good. The player had incredible air 
control and could influence the direction, distance 
and speed of a jump after launch, so we couldn't 
just play a straightforward ‘jump’ animation, as 
might have been the case for a typical platformer. 
In fact, the list of required specifications for the 
area of Character Actions alone was a giant task 
in itself, and as a result Pre-Production ran for 
over a year. We held off as long as we could 
before staffing up to our eventual maximum 

team size of 70, because when that happens the 
cost of development (and of course mistakes) 
increases exponentially. However, the transition 
to full Production was a gradual one, simply 
because some areas were ready before others 
and, when you're starting to call out a project 
completion window, the sooner we can have 
more than one gun in the supply point, more 

than one vehicle in the garage, and more than 


one character everywhere the player turns the 


CRACKDOWN Realtime Worlds 


better! Post Production is never long enough... 
ever. Even knowing this, even planning for as 
much time as possible, it always gets partially 
consumed as we attempt to plough in as many 
last minute ‘must haves’ as possible. Post 
Production should be more sacred, but that’s 
easier said than done. It’s the time when content 
and features are locked, and that all-important 
polishing can happen. In truth we did apply a 
reasonable amount of time to Post Production 
on Crackdown and it was almost exactly 
enough... almost! The final stage, Release 
Phase, is relatively short - about three weeks in 
the case of Crackdown. All assets and code are 
locked; nothing changes without approval from 
a committee that meets daily, eventually twice 
daily. In the final days, changes are limited to two 
or three per release candidate, until eventually 
a candidate is good enough to ship to XBOX 
Certification and hopefully make it through 
without failure. Given Crackdown went to ‘Cert’ 
on December 21st | can't tell you how relieved 


we all were that it passed with flying colours! 
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Could you describe the key roles within the art 
department and the tasks associated with team? 
Jeff Cairns - Art Director: The art team 

was split into four departments: Animation, 
Characters, Environments and Vehicles. Each 
had a Lead and |, as Art Director, was in 
charge of all of these. Our Lead Animator also 
doubled as Art Production Manager for part 

of the project, whereby he would concentrate 
on making sure the schedules, pipelines, 
processes, tools etc. were running smoothly, 
and this allowed me to concentrate more on 
creative direction. Each of the departments 
had Senior Artists and Artists. Senior Artists 
are typically the guys with more than 5 years 
experience and a couple of games under their 
belts. They'd generally be pretty versatile and 
capable of working in a number of different 
areas of the game, including exploiting the best 
use of graphics technology; generating the 
exemplar assets that define how all subsequent 
assets would be produced; concept work and 


also working on other art tasks outwith their 


department, such as visual effects, HUD, UI 
and PR materials. Artists generally have less 
experience, but in the case of Crackdown we 
were very lucky in that they are quality Artists 
and picked up new stuff very quickly indeed. In 
the end, the four main departments remained 
the only departments we had throughout the 
game, and this actually helped to make the 
team perform better and the morale to stay 
high as there was a lot of variety for the guys 
to get their teeth in to as they'd have the 
opportunity to interact and work with developers 
(not only Artists) outside of their own team. 
We also had various externals working for 

us during the project, including 4 different 
outsourcing companies working on cutscenes, 
props, vehicles and LOD's for us, as well as a 
contractor who developed the visual effects... 
and this kept me very busy indeed for several 


months I can tell you! 
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One final question. What do you think is the key attribute behind a development studio that 
continues to thrive and produce successful titles that sell? Phil Wilson - Producer: Well there 

are some that don’t mind slapping a series of big licenses on arguably the same mediocre title. It 
works time and time again proving, if nothing else, that the lowest common denominator can always 
be relied upon to make ill-informed purchasing decisions. These development studios thrive and 


produce successful titles that sell, but don’t ask me how they sleep at night! Thankfully, Realtime 


Worlds is one of the studios that isn’t like that... at all! Every one of us is in the business for the 


buzz. We all love games and, first and foremost, we want gamers to love our games. For sucha 


new company, Crackdown was a great start, but you should see what else we've got brewing... 


IME WORLD 
STUDIOS: CRACKDOWN 


For more information please visit: 


www.realtimeworlds.com 


Or contact: enquiries@realtimeworlds.com 


With thanks to: Billy Thomson, Lead Designer 


Jeff Cairns, Art Director 
& Phil Wilson, Producer 
Interview By: Richard Tilbury 
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Crackdown™ developed by Real Time Worlds Ltd. for Microsoft 


Corporation. Crackdown, the Crackdown logo, Real Time Worlds, 


and the Real Time Worlds logo are trademarks of Real Time 
Worlds Ltd. in the United States and/or other countries. All rights 
reserved. © 2006 Microsoft Corporation. All rights reserved. 
Microsoft, the Microsoft Game Studios logo, Xbox, Xbox 360, 
the Xbox logos, Xbox Live, and the Xbox Live logo are either 
registered trademarks or trademarks of Microsoft Corporation in 


the United States and/or other countries. 
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Buck creates "Tower of Grantville" for Attik 
" and Scion. "Tower of Grantville" is gydark short 
e, film/fairy tale which demonstrates the breadth 
of Buck's writing, directing and design fils. 
"Tower of Grantville" employs digital matte 


paintings and extensive 3D and 2D animation 


to evoke a unique style within a smoothly told 


story... 
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TOWER OF GRANTVI LLE Buck Creates 


LOS ANGELES - march 5, 2007 - in 


what could be described as a dark dream, 
BUCK (www.BUCK.tv) recently completed 
“Tower of Grantville”, a fantastically imaginative 
two-minute short subject animation for Scion 
automobiles, via global creative and brand 
engineering agency, ATTIK. Showcasing 
BUCK’s complete set of writing, directing and 
artistic skills, the dark fable features a square- 
headed protagonist, his stuffed chess partner, 
and a race of rat like groundhogs as its principal 
players. The spot, and a second one created 
by the company entitled “Three Years”, appear 
on-line at www.want2Bsquare.com, which 
went live in February in support of the release 
of the 2008 Scion xB, this May. “These two 
films from BUCK are extremely creative and 
wonderfully on-the-money in terms of what 


we wanted to present to our target audience 
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as part of the pre-launch campaign for the 
2008 Scion xB,” said Simon Needham, ATTIK 
Co-Founder and Group Creative Director. 
“Character development, back story, and art 
direction became especially important in this 
kind of short-form narrative,” said Ryan Honey, 
Creative Director at BUCK. “We really pushed 
it and were determined to convey an emotional 
richness and depth to the story, and those are 
all in the details we created.” Opening amidst 
the tall weeds of a dilapidated hill in Grantville, 
“Tower of Grantville” employs a Karloff-like 
voice-over and fairytale verse to tell the story of 
Gumpton, a lonely, tyrannical, square-headed 
tower dweller; Sleffer, Gumpton’s sole (and 
stuffed) companion; and the noisy beasties who 
dwell on his lands and torture his nights with 
their wailing. As revealed in a 2D flashback 
sequence, the animals were once round-bellied 
and happy, but Gumpton didn’t care for their 
happy noises. He drained the water and killed 


the fish, hoping they'd go away. However, much 


to Gumpton's dismay, the beasties stayed. 


"For their clients at Scion, ATTIK's creative 
team came looking for original short subject 
content, anywhere from 10 seconds to four 
minutes long," Honey continued. "We were 


ecstatic as this was an amazing opportunity 
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TOWER OF GRANTVILLE Buck Creates 


to do something very creative and different. 
There was no requirement to include the Scion 
logo or the car; ATTIK's only stipulation was 
that if there was a character, he had a square 
head, and that the website address would be 
the conclusion. Other than that it was up to us 
to build a whole new world from the ground up. 
We eventually developed nine concepts, and 
they took two of the most unusual." Heavily 
influenced by the works of Dr. Seuss, "Tower 
of Grantville" employs digital matte paintings 
and extensive 3D and 2D animation to evoke 
a unique style within a smoothly told story. 
BUCK was determined to use matte paintings 
and 2D elements to evoke an eerie depth within 
the story, and not rely on their considerable 
3D talents. "We're used to working in a pretty 
much all 3D environment," said Honey. "This 
time, we wanted to do something really different 
that would showcase more of the talents of our 
staff. Thus, we decided to try and incorporate 
more digital paintings, and 2D animation that 
would complement the 3D character work. A 
big part of our creative challenge came with 
figuring out how to marry these techniques so 


that they worked visually and complemented 
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the narrative. Creating the appropriate furry 

look for the animals and integrating them into 
the scene also proved a challenge for BUCK. 
“We used the Shave and a Haircut plug-in to 

get the right look for the fur,” explains Honey. 
“We spent a great deal of time on lighting and 
texturing to get it just the way we wanted. This is 
truly a showpiece for BUCK, and we wanted an 


amazing look.” 


BUCK 


Specializing in design-driven creative, BUCK’s 
directors and artists use animation, visual 


effects and live-action to collaborate with clients, 


from concept to delivery, producing work that is 
visceral, innovative, and diverse. From offices 
in New York and Los Angeles, BUCK works 
with a broad range of clients in the advertising, 
broadcast, retail and entertainment industries. 


TOWER OF GRANTVILLE 


For more information please visit: 
www.buck.tv/tower 
Or contact: Maurie Enochson, Buck EP 


www.buck.tv tel: (213) 623-0111 
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image : Laurent Menabe 


E-on software congratulates ILM on their VES Award for 
"Outstanding Created Environment in a Live Action Motion Picture" 
and Oscar® for "Best Achievement in Visual Effects" 
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Vue was used for over 60 shots in 
"Pirates of the Carribean: Dead Man's Chest". 
Expect the best from your tools! 


Solutions for Natural 
3D Environments 


www.vue6.com 
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“ONE OF THE BEST FEATURES 
OF THE SPOTS IS THE ORGANIC 
QUALITY OF THE ANIMATION. WE 
CHOSE TO BRING THE ELEMENTS 
INTO A 3D WORLD AND GIVE EACH 
ONE A DIFFERENT PERSONALITY BY 
THEMWAY THEY ANIMATED.” 
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Stardust Studios 


new “More Happ 


which star the Pepsi logo and several new 
can designs. In “Photobooth,” Pepsi’s logo 
disappears into a carnival photo-booth, anda 
strip of pictures appears. The pictures reveal 
elements from the new Pepsi can designs 
which animate kaleidoscopically, leading back 
to the carnival and the photo-booth. The other 


campaign spots from Stardust are all animated 


creative explorations of the design elements 


from the new Pepsi cans. “To me,” explained 
HOLLYWOOD Shepard, “one of the best features of the spots 
(Feb. 26, 2007) Bicoastal U.S. creative is the organic quality of the animation. Since 
production company Stardust Studios today the can designs were very 2D and graphic, we 
detailed its contributions to the new Pepsi "More chose to bring the elements into a 3D world 
Happy" campaign from advertising agency and give each one a different personality by the 
BBDO New York. The new spots entitled "Photo way they animated. The trick to making each 
Booth" (a :30) and "China Wall," "Rims" and one visually exciting was the way we combined 
“Quilt Feathers” (:15s) were designed, animated the organic motions of the elements with some 
and finished in-house by the artists at Stardust unexpected camera moves." Stardust used 
Studios. The new animated spots debuted on Maya to create the campaign's 3D elements, 
Feb. 5, and are set to continue airing nationwide and Adobe After Effects for compositing. For 
over the weeks ahead. Trevor Shepard, BBDO, the project team included ECD/art 
Stardust's Santa Monica-based art director, led director Don Schneider, creative supervisor 
his fellow team members from both coasts on Eric VanSkyhawk, copywriters Brent Shriver 
the project, working closely with the agency's and Dara Moss, art director Sarah Nehaman 


creative team to create the fully animated spots and producer Annemarie Ratkovits. Stardust's 


project team also included founder and creative 
director Jake Banks, executive producer Corey 
Cirillo, producer Mark Mutschler, and 3D artists 
Cary Janks, Elliot Blanchard, Emil Kahr Nilsson, 
and Christian Day. Music for these spots was 
composed by Chris Beatty, Thad Spencer, 
Richard Webowenko and Al Wolovitch at Asche 
& Spencer, and the final mixes were courtesy of 


the team at New York's Sound Lounge. 


STARDUST STUDIOS 


Stardust is an award-winning, full-service 
creative production company, specializing in 
motion design, animation, visual effects and 
live-action production. Led by founder and 
creative director Jake Banks, Stardust's Santa 
Monica and New York offices continually 
redefine creativity for commercial, on-air, music 
video and in-store presentations. Their recent 
work — including projects for the world's top ad 
agencies, brands and 

recording artists — has 


earned numerous 


awards and worldwide 


editorial exposure. 
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3DCreative Magazine introduces the new 
‘Challenge’ Section of the mag. Every month 
we will run the Challenges, available for anyone 
to enter, for prizes and goodies from the 
www.3dtotal.com shop and also to get featured 
in this very magazine! The 3D Challenge runs 
in the threedy forums and the 2D challenge 
in the ConceptArt forums, links to which 
can be found inside. Here we will 
display the winners from the 


previous month's challenges... 
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CAMELS Syised Animal Challenge 


Came 


amels 


Welcome to the Stylized Animal Monthly 
Challenge. Each month we will select an animal 
and post some images in the Forum Thread as 
reference. All you have to do is to create a 3D 
render of this creature in a stylized / abstract 

/ cartoon style, whilst keeping your creature 
instantly recognisable. We wanted to publish 
some content in 3DCreative Magazine on how 
to create stylized animals, such as you see in 
the many feature films and cartoon galleries. 
We thought this regular competition might bring 
in just the images / Making Of's that we need, 
whilst giving away great prizes and exposure. If 
its a success we will start to boost the prizes up 
as much as possible! This month's animal was 
the ‘Camel’. Here you can see the top 5 placed 


entries, as voted for by the public. 


4rH - MR LEMON 


3dcreative 


5tH - DIABOLOS 


WHAT ARE WE LOOKING FOR? 


Funny and humorous entries which break the animal down to its most 
recognisable components; emphasize these in whichever ways you think 
best, and render your stylized / abstract / cartoon masterpiece. The rules 
are pretty laid back: please submit 1 x 3D render (minor post work is OK); 
its up to you if you want to have a background; include some graphical 
elements or text on your image. Renders of the 800 pixel dimension sound 
about right, but the winners will be featured in 3DCreative Magazine, so if 
you can create some higher res images too - all the better! There will be 
one competition per month, with the deadline being the end of the month 
(GMT). For a valid entry, just make sure your final image is posted in the 
main competition thread before the deadline. We require the top 3 winners 
to submit 'Making Of overview articles that will be shown on either 
3DTotal or in 3DCreative Magazine. These need to show the stages of 
your creation - different elements and some brief explanation text - of why, 
and how, you did what you did. We will format this into some nice-looking 
pages to give you some great exposure, and us some quality content. 
Each competition will have one main thread which starts with the brief at 
the top. All entrants should post all WIP's, give feedback and generally 


laugh at the crazy ideas that are emerging each month... 
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3dcreative Styised Animal Challenge CAMELS 


3np - SHAHIN FJ 


CAMELS Syised Animal Challenge 


Th t chall j 
1ST. KHALID You can read an interview with Khalid at the start of this Issue of 3DCreative! e current chalga 


The Current Challenge taking plac 


To join the next challenge, or to view previous, 
and/or current entries, please visit: 


www.threedy.com 


Or, for the 2D Challenge, please visit: 


www.conceptart.org 


Or contact: 
ben@zoopublishing.com 
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THE MAKING OF ‘Octopus’ 


Here are the ‘Making Of from last month's winning entrants... 


s: Authentic 


CONCEPT 


The idea was to make a stylized octopus. The main concept was to create 
an octopus in an interesting way, so | thought about playing with tentacles 
with the aim of making something more interesting than other competitors. 
| decided to modify two of the tentacles into a tie, and maybe also a 
moustache, to create a business-like octopus. | firstly did a very quick 
model in 3D, made of an adjusted primitive, to see if the idea could be 
interesting and understandable. For the style, | was looking for something 
stylized of course, with simple textures, but believable shading - if not 


realistic. 


MODELLING 


The modelling was not really complicated. | used XSI for this image and | 
tried to use its capabilities in terms of the history to keep consistently good 


control over the model. 


TENTACLES 


The tentacles were a good example of what can be difficult to modify if 
you don't plan before you start to model. | wanted a very simple style of 
tentacle, so there were only a few suckers on the model. | found it more 
stylized than putting many ones, like on a realistic octopus. So | started 
to model one long, straight tentacle, made from a repeated mesh. Then 

| added 3 modifiers: a taper to enlarge it where | wanted, a twist to direct 
it, and a curve deform to make the main orientation (Fig.01). | preferred 
to use a curve deformation, which had more control points than skinning 
my character, which could have been too long for a simple picture. | tried 
different ways to make the tie - hiding part of geometry to simulate the 
effect - but this didn’t really work. So, | finally had to make a real tie node, 
which was very complicated to place in the 3D environment with the 
different splines (Fig.02). | had to make a longer tentacle for the tie and all 


of my twists, taper operators became very useful during this moment. 


HEAD 


The rest of the modelling wasn't so difficult. For the head, | just tried to keep 
a good mesh, especially around the eyes and mouth. For the eyes, | wanted 
something like you would see on toys or rattles. The difficulty for the mouth 
was having a great and expressive form, but not too deformed, so as to 
keep with the whole style of the picture. The head and tentacles were not 
linked before the last tweaks on the model, and | spent a long time matching 
them up. The props were very fast modelling made by deforming simple 


primitives. As you can see, the whole wireframe was quite simple (Fig.03). 
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COLOUR, TEXTURES & UVS | oes /a QG 5 ? CREM marr 
The colour texture of Mr. Octopus was very 
simple: some small, coloured circles in one 
area, with some finer details, and then that was 
all that was needed. | immediately thought of 
making a purple octopus. | find that this colour 
can be really useful when mixed with black, 

to show a business worker. Anyway, | didn’t 
make a purple texture map, because | knew 

it would be simple textures. | made black and 
white textures which were used as a mask in 


XSI. | then mixed them and chose the colour 


inside the render tree (Fig.04). This allowed me 
to change some colours easily, without going 
back to Photoshop. Even if the texture was 
simple, | made it in ZBrush because | find this 
software very pleasant to use for this purpose. 
My UVs were made in XSI. For the tentacles, 
they had a UV from the initial base mesh used 
for the model, and another one all over the 
mesh (similar to a cylindrical one), put before 
the curve deform in the history. This was useful 
for me when making the “tie” tentacles, as 

you can see that they are darker, so | had to 
make a gradient to have a natural link with the 
colour of the head. | also made specific UVs by 


cutting some parts of the object when | wanted 


to add some finer details without making very huge texture maps. There 
is also a mix of many different maps for bump, displace or specular. | 
made one complicated in ZBrush for irregularity (Fig.05), and there was 
also a cellular fractal in XSI. Finally, | painted some wrinkles, using bump 
or displacement (for the head), depending upon their weight. In terms of 
shading, the material is a fast SSS material. It was difficult not to use SSS 
with an octopus. | lowered it to keep a cartoony style. Now, re-examining 
the picture, | think | lowered it too much, but with the orange part beside 


Without Ambient Occlusion the tentacles | was afraid to make something too luminous. 


With Ambient Occlusion LIGHTING 


The way | lit this scene was very... messy. | didn’t achieve what | liked 


with a dome light that | had created, so | decided to have my main light 
made up of an external, textured sphere - projecting final gathering. It 

was one of my aims for the picture - to learn more about other ways to 
light a scene. There was no real Global Illumination, only FG, but | had 
some classic light anyway. The main light was coming from the upper right 
corner. Because the hat was projecting a very strong and ugly shadow, I 


disconnected the shadow for the hat and the black thing that you can see 
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was made with ambient occlusion. That’s the 
other part of the lighting. What | achieved with 
my light set was correct, but as the light was 
coming from the side | lost a very important part 
of it. With an ambient occlusion pass, | achieved 
in having something more readable in the place, 
which was not affected by the main light details 


(Fig.06). 


ENVIRONMENT 


The environment was really simple. It’s a very 
big particle system for the plankton, with turned 
billboards. | first made the light rays with real 
volume lights, but when | wanted to render it in 
high resolution, it was really long and ugly, so | 


made it in compositing instead. 


COMPOSITING, TWEAKING 


S 


CHEATING 


The compositing was a very important part of the picture. | didn’t have many passes: main colour, 
occlusion, particles, eyes, and caustics. But, | did have many details in compositing with digital 
fusion details (Fig.07). The caustics were a procedural map projected onto the whole character. 
Without With Because | needed it only on a small part - the arm - | masked it in compositing. The background 
compo lights compo lights 
was made in digital fusion, and is mainly a gradient with fractals and colour correction to add 
irregularities and a sensation of depth - but | think it could have been better. About the environment; 
| also had light rays in compositing, and modified the particle system with a directional blur effect to 
simulate the movement of the octopus. On the octopus himself, | made some adjustments. As the 
occlusion was rendered as pass details (Fig.08), | decided to colour it in dark blue to have a more 
saturated effect. | also had to re-render the eyes themselves, because they were influenced too 
much by the orange upon them. | also had to do some very small colour correction, and added a 
backlight. | first thought about making it in XSI, but, as it worked really well in compositing, | left it as 
it was (Fig.09). I finally went into Photoshop for a final paint over, and added the details that nobody 


will see, like some specular, the hour on the watch... and there you go! 


AUTH ENTIC (a.k.a. Vincent Guibert) For more from this artist visit: 


www.vincentguibert.com Or contact: guibertv@free.fr 


Issue 020 April 2007 


CAMELS Syised Animal Challenge 


one Malley 


There are many ways of modelling something in 3D. | generally like to 
keep things as simple as possible, and avoid unnecessary steps - in the 


end, the important thing is the image itself. 


FIG.O1 The obvious start for the octopus | had in mind was a sphere. 
| quickly subdivided some edges and extruded polygons to get the shape 
of the mouth. Just to get a feel of what it was going to look like in the end, 
| added a rough shape for the teeth, two little discs to place the eyes, and 
a scaled sphere for the tongue. | tried to keep the surface of the head as 
smooth as possible from the start, using a light which | moved around 

the mesh to spot and get rid of little bumps. At this stage, | used many 
deformers to modify the global shape of the head. Lattices (get > primitive 
> lattices) offered excellent control when tweaking my mesh, without 


having to deal with too many points and edges. 


FIG.02 When I was happy with the main shape, | started to work 

on the expression and the details, giving it a less symmetrical look. For 
example, one of the corners of the mouth was a little higher than the 
other, and the glottis was bent slightly on the right, as if the octopus was 
laughing or screaming at the top of his lungs (this could have been further 


emphasised with the use of motion blur). 


FIG.03 Before | started modelling the eyes themselves, | played with 
the two little discs, trying out different sizes, shapes and expressions to 


get the right look and feel. 


FIG.04 | then started modelling the tentacles: a cube tweaked so that 
it looked like Fig. 03; Y-scaled and divided regularly. Nothing fancy here, 
it was simply the classic way to achieve forms that you can easily bend. 
The next step was to deform it with a lattice to make its end thinner. The 


suckers were based upon a cylinder. Again, nothing too complex, just a 


couple of extrusions. | knew the suckers wouldn't be showing much on the 
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final image, so | decided that they wouldn't be physically attached to the 
tentacle. Since it was not bent, yet and the suckers were independent, | just 
duplicated them along the arm; moving, scaling, and rotating them until | got 


something | liked. When it was done, | unwrap the UVs. 
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Fig06 FIG.05. | then | merged (create > poly mesh > merge) the suckers and 


the tentacle, making sure the tolerance was set to 0, so that the suckers 
stayed independent (this is something that will become pretty useful 


during the next step). 


FIG.06 Then | had to make my tentacles move. Since the final image 
is a still, | didn’t bother with creating a complex rig, but instead they were 
just deformed by a few lattices; one for each arm. | created a lattice 
around the tentacle and duplicated them. All | had to do then was to move 
each tentacle, and its assigned lattice, where | wanted them, and tweak 
the deformer so that the arm was bent. This method may lack subtlety, but 
it was really simple to work around, and served its purpose quite nicely, 
without having to bother with rigging and skinning. It also offered good 
control over how the tentacles were deformed; | could use the lattices’ 
points to bulge, twist, and scale the tentacle’s shape very quickly. And, if 
| wanted to easily modify the mesh itself, all | had to do was disable the 
deformer in the Explorer so that the arm went back to its former, straight 
shape, and then turn the lattice back on when | 


Fig07 
was done. 


FIG.07 Of course, there were some 
problems with the use of lattices. For example, 
the deformation could be quite violent and 
some suckers tended to get buried in the 
tentacle mesh. That's why I set the merge 
tolerance value to 0 earlier on. The suckers 
were part of the arm mesh, and were deformed 
by the lattices, but since they were physically 
independent, | could delete those that | didn't 
need, and could modify the others - moving and 
rotating them - until | got the right silhouette, 


without altering the tentacle topology itself. 


FIG.08 Once the arms were bent the way 

| wanted, | could model the kimono and the 
rock on which the octopus was going to stand. 
These meshes came last, so that | was not 
limited by them whilst placing and bending the 
tentacles. The rock was simply made of cubes. 
Their edges were chamfered so that, when the 
mesh was smoothed, they looked hard, but not 
as much as real hard edges would have been, 
giving the set a more cartoony feel. This way, 
the rock would catch the light pretty nicely when 


rendered. 
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FIG.09 The kimono was a cylinder with its caps removed. Since it 

was going to be pretty dark, | just modelled a few folds and made the 
fabric wave a little on top of the arms. | tried not to over model the other 
accessories (although modelling a realistic and detailed katana was 

pretty tempting). The rope band eventually replaced the fabric band | had 
planned, which was a cylinder with some extrusions on the side. When the 
UVs were unwrapped, it was twisted, with the right texture and lighting, 


and looked like a great, cartoony rope. 


FIG.10 -11 | was then able to texture my octopus. The main map 
was very simple: just some blue stains. | then added a "mix2color" node 
to my material, using a gradient as a mask so that the map progressively 
disappeared along the tentacle, giving way to a pinkish colour. | already 
knew that | would render many passes; one of them being subsurface 
scattering. The gradient and pink colour would emphasise the affect of the 
SSS when mixed with it. Apart from that, there was nothing fancy. Some 
specular effects were painted directly on the textures, for example on 

the tongue, where it was harder to get with normal specular and lighting. 
The kimono was a lambert material with a dark ambient that gave me a 
smooth, fabric-like specular. The sword’s blade was a gradient plugged in 
a constant material. | got the exact effect | wanted without having to create 


a specific shader and trying to make it work right with the lighting. 


FIG.12 The light set itself is a very simple domelight to which | add 


slightly coloured front and back lights. 
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Then | rendered multiple 
passes; the octopus diffuse, its specular, and 


the rock diffuse were rendered separately. 


There was also an SSS pass, a shadow pass, 


and one for the ambient occlusion (not too 
grainy though, as | wanted my octopus to retain 
a clean and smooth look). One reasons why 

| like XSI is because its passes and partitions 
System is really easy to use, and efficient. 
Before | started doing my final compositing in 
Photoshop, | also rendered some black and 


white images that | would use as masks. 
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FIG.20 Working in Photoshop is one of my favourite parts - it's where 


the final image really takes shape. | put all of my passes in different layers | d 
and started playing with the opacity and blending. The masks I rendered : ; 
were pretty useful when applying brightness/contrast, or colour balance | 3 
effects on select parts of the image. In Fig.20, you can see most of the | B a 
layers that | used during compositing. There were small touch-ups made | à 
with my Wacom, but it was pretty much the quickest task of the process; ES 


every pass served its purpose quite nicely and the final image came 


together painlessly. And, that's it! See you on Threegy... 


OMALLEY (a.k.a. Guillaume Ospital) 


For more from this artist visit: www.doodlebrawl.com 


Or contact: mr.crowley@wanadoo.fr 
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Hi, l'm Eugenio García Villarreal, and this is 

my third 3D Making Of. As I have said before; 

| hope this Making Of helps you to find some 
inspiration. I’m a CG Illustrator from Monterrey, 
Mexico, a self -taught guy with more than two 
years experience in the 3D world. This image 
was the second one created for the stylized 
animal challenges - a very fun competition 

in Threedy.com and 3DTotal.com. The idea 
came really quickly to me. What's the main 
characteristic of an octopus? Well, the 8 
tentacles are - it says so in the name - and what 
you can do with eight extremities? A lot. At the 
time, | was working a lot and | was thinking how 
great tit would be to be a 3D Artist Octopus; you 
could do things faster and, as | say, the idea 
came very fast, so | drew some sketches with 
the main idea and colours. | showed it to the 
Threedy guys to get some feedback (Fig.01). 
Next, | "Googled" - spending maybe 2 hours 

- to research for all the things | needed for 
references. Because it is a very detailed scene, 
it was necessary to have a lot of references 


(Fig.02). 


Mo n ELLIN G | enjoyed this scene 


because it has a lot of details to it. It was a 
relaxing task, because, whilst | model | like to 
listen to music; think about life - stuff like that. 
With my references on screen, | started to 
model. The first things were the environment, 
the circular desk, the computers, monitors, the 
room. They were all done with basic primitives - 
mainly boxes. Some things had sub-patches, to 
achieve the round feel. | didn’t want to have too 
many polys in certain objects, so | reduced the 
polygon numbers. Fig.03 shows some objects 
from the scene. Basically, | used a few tools, 


like band saw, multishift, bevel, bridge tool, 


edge bevel, and the kinds of tools that get detail. 


| didn’t go too far with the detailing, because 


| wanted the attention to remain with the 
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character. | made the character with box modelling, and sub patches, as | was looking for a toonish look. | didn’t do any UVs, only procedural textures. 


Finally, | composited all of the elements in my layout, but there was no rig for the character (Fig.04a-b). | made all of the objects on separate layers. 
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LIGHTING From the first moment that | made the sketch, | had an 
idea of the lightning; a bluish and orange ambient with the main light of the 
ocean, and secondary light from monitors and lamps, with an orange light 


to balance the overall look (Fig.05). 


TEXTURING When my lighting was set up, | began to do the 


texture work; basic projection, and some UV maps. To texture the room, 


| used 3DTotal Textures V2, mixed with some Photoshop work. It was a 


really fast texturing session, because most of it was just preset materials 


from LightWave (Fig.06). 


RENDERING | made 2 render passes to get more control over the 


elements, and to save on ram memory; one pass was the room, and the 


other was the character. The final size was 2600x1300 pixels (Fig.07). 


POST PRODUCTION This was a very important stage for this 


image, because | created a lot of details in this step; lots of touch-ups for 


the character (veins, the T-shirt logo, etc.) and little details (like the fish 


from the window, the glow from the lights etc.) made it really fun (Fig.08). 
Finally, with my 2 passes flattened, | made the colour corrections and 
final details, and there it was: my final image. In total | spent 40 hours on 
this image, within 2 weeks of work (Fig.09). | would finally like to thank 
3DTotal, Zoo Publishing, and my friends from Threedy.com. 
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ARTECNL (a.k.a. Eugenio Garcia) 
For more from this artist visit: 
http://artecnl.carbonmade.com/ 


Or contact: artecnl gmail.com 
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Quidam 


Create Somebody 


New Version 1.2 


"QUIDAM's main point of difference is that offers 
the direct exporting of figures to your 3D app of 
choice, complete with bones, weight and UV 
maps in place, ready to be reposed or animated.” 


3D World Magazine, Future Publishing 
Steve Jarratt, December 2006 


"QUIDAM is a powerful and innovative tool, which 
integrates perfectly in the production workflow and 
opens Character Creation to everyone, in a 
professional and pleasant way A must." 
(translated from french) 


SVM MAC, VNU PUBLICATIONS 
Nicolas Verdun, December 2006 


"QUIDAM excels at building professional custom 
characters saving you the time of building up from 
scratch [...]. It is very easy to pick up and use, and 
| was building new characters and completely 
customizing them within the first hour." 


www.gamedev.net 
Joe Woynillowicz, February 2007 


Powerful. Professional. Intuitive. 


The new program for 3D character generation 
which puts state of the art technology 
into the hand of artists 


Compose 


With the diversity of the available 
anatomical and clothing elements 
for each database, mix and match 
at will to create millions of unique 
characters. 


HAs to m ij 


Model and retouch your characters 
with the help of powerful and 
natural to use tools. 3D Modeling 
as easy as drawing! 


AF tam **9 €@254 


Export your characters following 
professional standards (textures, 
UV mapping, bones and skinning) 
ready to be animated in all 3D 
applications of the market. 


This Month we Feature: 
Stefan Morrell 

André P. J. Cantarel 
KAPSEL 

Yidong Li 


Jean-Marc Labal 


Xiaoyu 


Richard Rosenman 
Alessandro Baldasseroni 
Neil Maccormack 


& Michael Seidl 


Án 


TLA MT 


"m^ mm eoo A 


OLD MAN 


Kapsel 


kapsel_world@hotmail.co.jp 


http://kapsel.the-ninja.jp/ 
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RELIC 


Yidong Li 


HH-60G PAVE HAWK MEDEVAC 


André P. J. Cantarel 
liyidong17@hotmail.com 


andre@cantarel.de 


www.cantarel.de 
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ALPINE VILLAGE 

Stefan Morrell 
stefan_morrell@hotmail.com 

Read an In-Depth Interview with Stefan 


at the start of this issue! 


send us your images! : gallery@zoopublishing.com 


€ 
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DARK 
PHEONIX 


Xiaoyu 


cigar_fish@hotmail.com 


THE GALLERIES 10 ofthe Best send us your images! : gallery@zoopublishing.com 3dcreative 


007 - P99 
& VODKA 
MARTINI 
Jean-Marc Labal 
jml@3djml.com 


www.3djml.com 
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Richard Rosenman 


richard@richardrosenman.com 


www.richardrosenman.com 


Project credits: 
Director: Richard Rosenman, Exec. Producer: 


Randi Yaffa, Character Artist (Modeling, 


Rigging): Joel Mongeon, Lead Animator: Kevin Kraft 
er 
Lebanowich, Secondary Chars Animator: Scott mor pi 


Guppy, Scene 1 Animator: Shawn Escay 


Environmental Modeling: Raden Slipicevic, Tyler 


Figueira, Cloth Dynamics: Joel Mongeon 


Special VFX: Tyler Figueira, Lighting, Rendering 
& Compositing: Richard Rosenman, Line 
Producer: Julia Weinstein, Online Artist @ 


Relish: Patrick Coffey & Produced at Hatch 


Studios Ltd. 


HUNTER 


Alessandro Baldasseroni 
baldasseroni@gmail.com 
www.eklettica.com 


Follow the ‘Making Of this 


image in the June issue of 


3DCreative Magazine! 


send us your images! gallery@zoopublishing.com 10 ofthe Best THE GALLERIES 


3dcreative 


ate 


MOONLIT AUDI R8 
Michael Seidl 


Neil Maccormack 
office@michaelseidl.com 


neil@bearfootfilms.com 
www.michaelseidl.com 


www.bearfootfilms.com 
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SOFTIMAGE 


SOFTIMAGE|XSI 6 
3D Animation Software 


Bring your characters to life. 


Comes with a free copy of 
Digital-Tutors’ The Artists 
Guide to XSI Training DVD 


Download the free trial at 
www.Softimage.comf/try xsi 


©2007 Avid Technology, Inc. All rights reserved. Product features, specifications, system requirements and availability are subject to change without notice. Avid, SOFTIMAGE, XSI, Face Robot and CAT are either 
registered trademarks or trademarks of Avid Technology, Inc. or its subsidaries in the United States and/or other countries. All other trademarks contained herein are the property of their respective owner. 


TUC TUC Is our new precise, step-by-step 


tutorial which will begin with a vehicle model 


and cover the principals of applying shaders, 


placing it in a simple scene & following with a 


two part section on both lighting and rendering. 


The tutorial will begin by creating and applying 
materials for the various parts of the car such as 


glass, chrome & tyres as well as texturing some 


simple geometry that will make up a scene. It 


will then move onto lighting where the focus will 
be on setting up a lighting rig and the various 


parameters connected to this. Finally the series 


will culminate with a section on rendering where 


the aim will be to finish with a polished image. 


ed 3DSMax Version 
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3ds max 


Cinema4D Version 
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This Month : Part 4 
LIGHTING SETUP & RIG 
(WITH HDRI) PART 2 


AL By 


COLOR REFLECTIONS DEPTH 
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DESIGN AT A HIGHER POWER 


Strata, Strata 3D CX, Strata Foto 3D, Strata Live 3D, and The Power Of 3D are trademarks of and/or licensed by Corastar Inc. 
All other trademarks are the property of their respective holders. 


Digit Magazine (July 2006) says, 
“Strata 3D™ CX feels like an Adobe® 
application - graphic designers will feel 
right at home... The traditional look (of 
Strata 3D CX) makes the program 
friendly to new users.” Version 5.0 of 
CX... “makes the program even more 
like Photoshop's? 3D cousin.” 


Digit named Strata 3D CX the number 
one 3D app for designers, and awarded 
it “Best Buy” in its 3D Design Software 
Shootout. 


Visit our website to learn about our entire 
line of products for designers: Strata 3D CX, 
Strata Live 3D, and Strata Foto 3D. 


WWW.STRATA. COM 


Image by Thorbjørn Haarup Laursen. 


SHADOWS 


The 30-Day unlimited tryout 
of Strata 3D CX 5.0 is now 
available. Visit our website 
to find out what users and 
industry publications have 
been raving about. 


http://www.strata.com/cx5demo/ 
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THE POWER OF 3D 


2 à 
— compostion... 
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Bjorn Veno is a 
Photographer, 
who was born 

in the UK, but 
has grown up 

in Norway. He 
gives us a tutorial 
explaining the 
thoughts and 
techniques that 
he uses when 
framing a subject 


and creating the 


"A LOT IS OFTEN DONE 
IN EDITING AND/OR 
WITH THE HELP OF TEST 
SHOOTS. THERE IS ALWAYS 
AN ELEMENT OF “HAPPY 
ACCIDENTS”, WHICH IS 
ONE OF THE THINGS THAT 
|] BELIEVE IS SO MAGICAL 
ABOUT PHOTOGRAPHY." 


How one composes a picture is an integral part 
of how an artist helps to control the viewer’s 
gaze, along with the interpretation of their 
image. It is an intrinsic part of the process and 
as such is something to be considered vital to 
creating any form of painting, and in this case 
photograph. In the following article, Bjorn Veno 
discusses a different approach to three of his 
subjects, and the impact that composition has 


on each of them. - Rich Tilbury, Zoo Publishing 


My aim, when taking pictures, is to make sure 


that every element within the frame, and the 
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technical choices that | make, are all working 
together to tell the same story. In the following 
photographs, I'm trying to suggest that the 
people have something that is troubling them, 
without telling you what it is exactly, which is 
often achieved by having the subject looking 
out of the frame, or having a distant and/or 
contemplating gaze. | shall now talk you through 
each picture and tell you what choices | made 
in order to emphasize this, focusing upon the 
framing of my subjects and the composition 

of the photograph. In all three of the pictures, 
my subject is approximately one fourth of the 
image, or less. This is because | wanted to use 
the environment that they were in, to help me 
create a narrative. To shoot such an image, | 
always use a wide-angle lens because | don't 
want to be too far away from my model and also 
because | don't want to compress my middle 


ground and foreground together - something 


that would happen if | used a longer focal length, 


Such as a telephoto lens. In all of these pictures 


| have used one flashgun on a stand, normally 
to the side of the camera, in conjunction with 
available light that has been under exposed by 
two to three stops, to create the eerie effect and 
to bring the model out of the background. If | 
had used the flash straight on to the subject I 
would have achieved a flat image, since | would 


have eliminated the shadows. 


INGRID [Image.01] 


Ingrid is placed in the far right of the picture. 
Because we read from right to left then this 
might suggest that she has no further to go. 
Ingrid is made the most important element in the 
picture with the help of lighting and the touch of 
red, which is the strongest colour to our mind. In 
the far left of the picture there is a church, and 
between the two subjects there are two diagonal 
lines - signifying a connection between the two. 
A diagonal line might give us a sense of unease, 
unlike horizontal lines that are calming to the 


mind. The picture is divided by a light sky that 


Image01 
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the churches spire is pointing towards and 

a dark earth that Ingrid is anchored in. The 
sky is only one third of the image because 
the most important part is the earth. If | had 
an equal balance between the two then there 
would have been two parts competing for 


equal attention. 


INGER [Image.02] 


Inger is placed in the centre of the image to 
create a sense of symmetry in relation to the 
background. This is playing on mans' desire 
for order and control over its environment. 
However, order is broken by the graffiti. The 
green light is unnatural and emphasises that 
we are in a space that is totally man-made. 
Further more it helps to bring Inger out of the 
picture, because it is red's complementary 
colour. When framing the image, | cropped 
Inger's legs off because | didn't want her to 
become too small in the space, and | wanted 
a landscape formatted picture, because I 
needed the lights on either side that were 
creating a depth to the image by pointing 


inwards. 
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JESSICA [Image.03] 


Jessica's clothes are blue, and would have 
blended in with the sky if it had not been for 
the flash and the sparkler - with its orange 
and yellow colours - complementing the blue 
and bringing the image to life. One might note 
that the sparkler may seem to jump out of the 
picture, and this is because warm colours, 
such as yellow and red, come forward, and 
cold colours, such as blues and greens, fall 
backwards. To further emphasise Jessica's 
importance in the picture, | used two trees to 
create a frame around her. The position of 
the camera in relation to the model is highly 
important; if | have the camera pointing down 


towards my subject then I'm making him/her 


seem small and vulnerable; if | have the camera 


pointing up towards my subject then I’m making 


him/her look stronger and more commanding. 
In this picture | have done the latter: making 
a girl of thirteen seem strong in a frightening 
environment. | think this was an important 
factor, in conjunction with her concerned look, 
for creating the ambivalence that | was aiming 


for. One must be aware that when one has the 


camera tilting up or down, then the lines will 
not be straight. Look at the trees and note that 
they are pointing inwards, as this makes the 


trees seem taller than they are. 


CONCLUSION 


When I look at these three images now, I 
tend to feel that they are too "staged". The 
question for me now is, how do | get a more 
spontaneous look to my images? My decision 
has been to look at using performance in 

my photography, by using either myself or 
actors. So, what are the most important things 
to think about when framing a subject and 
composing an image? You have to know 
what you want your image to say, and every 
decision that you make should reflect that. 
Therefore, it is important to gain knowledge 
of visual language. The best way to learn is 
to look at as many images as possible and to 
ask yourself what the image is telling you, but 
most importantly is to look at all the decisions 
the photographer has made when taking the 
picture. It is important to be aware that, for 


a photographer, a lot is often done in editing 
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and/or with the help of test shoots. There is 
always an element of “happy accidents”, which 
is one of the things that | believe is so magical 


about photography. 


BJORN VENO 


For more from this artist visit: 
www.bveno.com 
Or contact: 


bjornveno@gmail.com 
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PART 2: TEXTURING BASICS 


CREATED IN: 


Newtek LightWave 3D 


This chapter will concentrate upon teaching you 
the basics of surfacing. It is essential to know 
some of it before getting into lighting. We will 
learn to apply a surface to a group of polygons, 
and understand some of the basic properties all 
surfaces have. With it, we will be ready to start 


learning some basic lighting tools. 


APPLYING A SURFACE: 


We need Modeller to assign surfaces to 
polygons and points. A surface is a group of 
properties that define the look of a specific 
group of polygons or points. We will not assign 
surfaces to points in this tutorial, but we will 
instead assign surfaces to polygons. Make 

a ball: «Shift» then «O» inside Modeller. To 
assign a surface you first need to select the 
polygons you want to apply the surface to. 
Select the top half of the sphere by hand. 

You can use an orthographic view to left-click 
and select the polygons. Anything inside the 
circumference will be selected. With the top half 
of the polygons selected, press <Q>. A pop-up 
menu with the title "Change Surface" will appear 


(Fig.01). 


THE CHANGE SURFACE 
POP-UP MENU 


This menu allow us to quickly assign some 
basic attributes for a surface. There are more 
properties that a surface can have - a lot more. 
This menu allow us to create a surface, give it 

a name, and assign it to a group of polygons. 
That is the most important use of this tool, which 
makes it indispensable from the very beginning 


of the texturing process. 
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SURFACE NAME 


This is the first property of the Change Surface 
pop-up menu. It has the word "Name" as the 
label, and the value "Default" inside the text 
area. This text area defines the name of our 
surface. Change that value to "top sphere". 
This will assign the name "top sphere" to the 
selected polygons. Save the LWO file (Save 

/ Save Object), and give it the name, "test" 
(Fig.02). If you don't change the value, Default, 
to your own name, the interface will not activate 
the options inside the panel. This happens so 
that the Default surface will keep its properties 
intact. The Default surface is the initial surface 
of all polygons created. You can later change 
the colour and properties of that Default surface 
by other methods. | highly suggest for you to 
leave it as itis. The Change Surface pop-up 
menu also allows us to change other values. 

It allows us to change the colour, diffuse, 
specular, activate the smoothing of a surface, 
and so on. Such changes could be done in a 


more ordered way via the Surface Editor. 


THE SURFACE EDITOR 


We previously saw how the Change Surface 
menu helps us assign a surface at Modeller. It 
is a start-up to give polygons a surface. It is by 
no means a surface tweaking tool. Tweaking 

is done using the Surface Editor «F5». The 
Surface Editor can be found both in Modeller 
and Layout, and it allows you to tweak your 
surfaces. I highly recommend spending less 
time doing surfaces in Modeller, and more doing 
them in Layout. The reason is quite simple: 
Modeller can't render. Doing render tests is the 
best way to preview a surface, and therefore 
we will be explaining the Surface Editor inside 


Layout (Fig.03). 


{Modeler ™ NewTek LightWave 3D ® 
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THE SURFACE EDITOR 
POP-UP MENU 


The Surface Editor allows us to tweak and adjust surfaces. 
The Surface Editor exists both in Modeller and Layout. You 
will find a button named “Surface Editor” at the top left part 
of your interface. You can access the Surface Editor by 
clicking on this button. You can also access it by pressing 
the “F5” key on your keyboard. The Surface Editor allows 
us to tweak and adjust surfaces. This is the main tool used 
to modify our surfaces (Fig.04). Note: On some keyboards, 
there is a key that activates/deactivates all the Function 
Keys (F1 to F12 keys). It is normally called “F-Lock”. If 

you press F5 and you don't get the Surface Editor pop-up, 
you need to find how to activate the Function keys on your 
keyboard, or select it manually by using the left menu in 
Layout/Modeller. The Surface Editor is a wild beast. You 
want to tame this beast to work for you, and not against 
you. In order to tame it, you need to know its parts. There 


are three main parts for the Surface Editor, as follows: 


1. SURFACE NAMES. On the left, we have a list of all the 
surfaces. You can see this list by using the options on the 
top. You can edit by either Object or Scene, and you can 
filter which surfaces you want to see. You perhaps want 

to see the surfaces with the prefix "car" in them. Filtering 
may not seem too obvious at the moment. Later on, when 
you have 200 surfaces listed, you will realise that you don't 
want to see them all at the same time. That is the reason 


why the Edit, Filter and Pattern options exist (Fig.05). 


2. PREVIEW WINDOW. To the right you will find a 
preview window for the surface. By default, this window will 
show all the changes done to the channels of the surface. 
You can change that with the Display drop-down. There 
are other options we can change by clicking the Options 
window (Fig.06), with the little image with a grey ball 


showing the buttons "Load", "Save", “Rename”, etc. 


3. THE TABS. There are four main tabs that gather 
surface properties. The Basic tab is the most used, and 
holds basic properties of a surface, such as the colour. 
There is an Advanced Tab, which holds properties to 
filter light that passes through surfaces, or can make 
those surfaces glow. The Environment tab allows us to 
determine how the surface reacts to the environment. 


Reflective surfaces highly depend upon the environment 
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Surface Name 


3t Surface Editor 


0.0% 


100.0% 


settings. Therefore, you will find 
yourself using this when you create 
reflective surfaces. The Shaders Tab 
holds Shaders. Shaders define how a 
surface will react to light. To achieve 
a cell-shading look, a sketched 

look, and others, you need to apply 
shaders. Let's explain the most basic 
and important tab: the Basic tab 
(Fig.07). The Basic Tab holds the 
most important properties to alter our 
surfaces. If a surface looks bad, it’s 
normally a mistake made with this 
tab. If you commit an error in this tab, 
it doesn't matter how hard you try in 


other tabs, your surface will look bad. 
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THE BASIC TAB 


In the Basic tab is a vertical list of properties which resembles an audio 
mixing device. There are buttons on the right that repeat themselves, and 
help us go deeper into each property (button “T”), and even animate them 
(button “E”). The first button is the “Edit Nodes” button. Nodes were firstly 
introduced in LightWave 9. It is a brand new texturing system that works 
only in LightWave 9. The nodal system opens new doors and ways for 
texturing. However, it does not represent the key to achieve quality, since 
work with quality exists long before this new nodal system. Learning the 
previous texturing system will enhance your ability to manipulate the nodal 
system. You first need to learn how to give a good punch before you learn 


to give a flying kick (Fig.08). 


COLOUR 


The Colour field allows us to select the colour for our surface. There are 

3 numbers, that are set to 200 by default. There is a red, green, anda 
blue number, which represent how much red, green and blue each colour 
has. This is commonly known as the "RGB" value. Red, green and blue 
are primary colours, and you can build any colour by combining them 
together. The values <0,0,0> (R, G, B) represents black. A neutral gray 
will be represented by <128,128,128>. A pure red will be represented by 
<255,0,0>. White will be represented by <255,255,255>. Values between 
0 and 255 don't take or give light by their own. They need the existence 

of a light source in order to show their colour on your monitor. Our 
«255,255,255» would be a white colour inside a dark room where no light 
is able to reach it. Therefore, no white will be shown in our camera. Values 
between 0 and 255 require a light to be visible. Values under 0 and over 
255 do exist. An RGB value of 1000,1000,1000 would create light by itself. 
Inside a black room, it would be able to glow. Negative values in RGB, 
such as -1000,-1000,-1000 would suck up light. A value of 

-255,0,0 would suck up the red colour of objects. You can actually 
produce shadows by using this technique. This type of lighting/shading 
requires the activation of Radiosity at the rendering settings. Keep in mind 
that Radiosity is not set-up by default. We will explain this concept later 


on. 


COLOUR PICKER 


Selecting colour by using just numbers is a little too complicated, which 

is why, to the left of the RGB numbers, we have a little box showing the 
colour. If you change the RGB values, this colour will change. Additionally, 
you can left-click on it to open a menu where you can select colours, too. 


There is an additional colour picker that could also be used. 


CHANGING THE COLOUR PICKER 


The original colour picker is a bit limited. LightWave comes with a more 
versatile colour picker. To select it, get into Layout and press «D». This 


will open up the Preferences window. Go to the General tab. There is 


100.0 % 


0.02 


Fig08 


a label that says "Colour Picker". Choose from the drop-down on the 


right, the "LW ColrPikr". Close the window. Press «F5? to bring back the 


Surface Editor. Click on the Colour box, and you will notice that the colour 


picker has changed. It should now have five tabs, which contain different 


ways to select colours, including Hue, Saturation, Value, Wavelength and 


Temperature (Kelvin). This colour picker will allow you to have a better 


control and precision over the colours you want to select (Fig.09). 


LUMINOSITY tells 
you how much light is 
emitted by the object. 
Light bulbs, screens 
and TVs emit light, 
which are all obvious 
examples of how to 
use this property. You 
can also use it to fake 
other phenomenon to 
a certain degree. You 
can fake the illusion 


of light entering the 


Select Color a 


kCol 3B  Tint&Shade velenc 
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object, and going out again, just as it happens in 
organic surfaces. By applying certain luminosity 
to objects, you can make them seem "lighter". 
Fig.10 shows the left sphere with 096 luminosity; 
the middle sphere with 50% luminosity; whilst 
the sphere on the right has 100% luminosity. 
The surfaces in the middle and on the right 
sphere look brighter. However, they are not 
emitting light or illuminating each other. Only by 
activating Radiosity inside our render engine 
can we make objects emit light. If this property 
is not activated, we will just make objects look 


brighter (Fig.10). 


DIFFUSE is a multiplier, which determines 
how much of our selected colour is shown, 
once the surface is reached by light. In simpler 
terms, it makes a colour either lighter or darker. 
For those who know Photoshop, think of it 

as a Brightness/Contrast colour regulator. As 
with colour, if you increase this value above 
100%, you will make the object self-luminous. 
In Fig.11 we have the sphere on the left with 

a diffuse value of 2596; the middle sphere has 
50% diffuse; whilst the sphere on the right has 
100% diffuse. The original colour applied to the 
3 spheres has an RGB value of 128, 53, 41. 
All the spheres have this colour, however, this 
colour looks darker in the middle and on the left 
sphere. The diffuse value tells how much light 


the surface receives from our lighting (Fig.11). 


SPECULARITY helps produce fake highlights. 
It is similar to when we make a drawing of an 
apple, and we paint a white panel reflected 
over the apple's surface. This painted square 
on the apple lets us represent that the surface 
of the apple is reflective - it is a fake reflection. 
Specularity is also a fake reflection. The higher 
the specular value, the more intense/bright the 


faked reflection will be (Fig.12). 


GLOSSINESS determines how wide the fake 
highlight is. The smaller the value, the more 
loose it will be; the bigger the value, the more 
tight it will be. Glossiness can not exist without 


specularity. Therefore, Glossiness will remain 
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inactive until the Specular value is above 096. 
In Fig.13, the three spheres have a specular 
value of 8096. However, the first sphere has a 
glossiness value of 4096, the middle one has a 
glossiness value of 6096, whilst the right sphere 
has a glossiness level of 80%. The higher the 
glossiness level, the more plastic a surface will 
look. The higher the specular level, with a low 
glossiness value, the more metallic a surface 
will look. Remember, specular and glossiness 
help to simulate the effect of reflection. It's like 
painting that square on an apple to simulate it is 


reflective (Fig.13). 


REFLECTION. With Reflections activated, you 


don't need a fake reflection. A surface can be 
100% reflective, and show all of its environment. 
With reflection activated, you don't really need 
of Specularity and Glossiness. However, 
combining the three can help you to enhance 
highly reflective materials, such as metal. The 
next three spheres (Fig.14) have reflection. 
The sum of reflection and diffuse should equal 
100%. That is in the case that transparency 
and translucency are at 0%. What's the deal 
with this? Well, a surface can't be 100% diffuse 


and 100% reflective at the same time. You can 
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do the surface, but the result will be out of the 
domain of what you know as reality. The ball 
on the left is reflecting 25%, so it will show itself 
(have a diffuse value) of 75%. The sphere in 
the middle is reflecting 50%, and has a diffuse 
of 50%, which also sums up 100%. The sphere 
on the right has a reflection value of 100%, 

so it has 0% as its diffuse. This right sphere 

is reflecting all of the light that it receives, 
therefore it is not showing anything of its diffuse. 
So, what are our spheres reflecting? Reflection 
only works when we have something to reflect. 
Sounds pretty obvious, but one of the most 
common mistakes is that you may increase 

the reflective value, and nothing will show up. 
That is because you need an environment 

to be reflected. In my case, | positioned our 
little spheres inside a box with an opening at 
the front. You will notice that the spheres are 


reflecting themselves too (Fig.14). 


COMBINING REFLECTION, SPECULAR 
AND GLOSSINESS. The previous example 
shows reflective spheres. The reflection is not 
showing the source of light - it is like a box 

with light glowing all around. We can add a 
fake reflection of a source of light by adding 
specular/glossiness to it. The following spheres 
keep the same diffuse/reflection values as the 
previous example, however, they all now have 
a 80% Specularity and 40% Glossiness. This 
adds a new “hot spot” to our reflection, which 
will indicate to us where the light is coming from 
in our scene. Note: The “real deal” for making 
hot spots is to actually build your light sources. 
That way, the reflection will show a tube, bulb, 
lamp, etc. Specular and Glossiness will fake that 
hot spot. To make it look “as it should be”, you 
need to actually build the light sources. Another 
effect that helps enhance metals and reflective 
objects is “Bloom”, which is that “light aura” that 


is visible on hot spots (Fig.15). 


TRANSPARENCY. Objects such as windows 
are very transparent; water, air, glass, bottles 
they all have a certain transparency. The higher 


the number here, the more transparent they are. 
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If an object is 100% transparent, then nothing 


of it should be visible. That is why, if you put 
transparency to an object, the sum of diffuse, 
reflection, transparency and translucency should 
equal 100%. It is the same rule as when you put 
reflection to an object. In the following example, 
we have three spheres. The sphere on the left 
has a transparency value of 25%, therefore its 
diffuse value is 75%. The sphere in the middle 
has a transparency value of 50%, so the diffuse 
value is 50%. The sphere on the right has a 
transparency value of 100% and diffuse of 0% 

- none of it is shown. 100% transparent objects 


are not visible to the eye (Fig.16). 


COMBINING TRANSPARENCY 

WITH DIFFUSE, SPECULARITY AND 
REFLECTION. The previous example showed 
how transparency can be used to make surfaces 
more transparent. As you may have noticed, it 


looks more like it is “fading”, or the equivalent 


at Adobe Photoshop of the “opacity” value 

of a layer. In real life, we are used to seeing 
transparent objects in a different way - not just 
fading. In order to attain surfaces such as crystal 
or glass, we need to combine the previous 
concepts of diffuse, specularity, reflection and 
transparency. A glass surface shows part of 

its colour; it reflects the environment, and also 
lets you see through it. That is why we need to 
balance these values to sum up to 100%. The 
following scene has three spheres. They show 
different combinations of diffuse, specularity/ 
glossiness, reflection and transparency. I'll now 
proceed to explain each result (Fig.17-20). The 
sphere on the left has 50% transparency, 25% 
reflection and 25% diffuse. Now, let’s explain it 
in a way that makes more sense. The surface 
on the left sphere is showing 25% of its colour 
surface, is letting through 25% of the rays of 
light that reach it, and reflecting 25% of the rays 


of light (the environment). It does not have a 
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hot spot, since the specularity is set to 0%. The 
sphere in the middle has the same values in 
diffuse, reflection and transparency. However, 
this sphere has a value of 100% in its specular. 
This adds a hot spot to our sphere, making it 
look more like a bubble. The sphere on the 

right has the same values as the sphere in the 
middle. However, the only thing that changes is 
the colour. The colour has an RGB value of 128, 
021, 001. Because our diffuse value is of 25%, 


the sphere is showing only 25% of that colour. 


TRANSLUCENCY is the ability of a surface 

to let light pass through it, without the need for 
the surface to be transparent. You can see this 
effect happening in curtains and certain types 
of leathers. It is especially helpful to create 
soft, and more organic, surfaces. This property 
is by no means a solution to Sub Surface 
Scattering (SSS). In LightWave 3D 9, there are 
different ways to create such effects using the 
Node Editor. Before LightWave 9, there where 
external plug-ins that allowed you to fake the 
SSS effect. Fig.21 shows our three spheres. 
They all have a grey colour of 128,128,128 in 
RGB. However, they get their colouring from 

a light inside them. These surfaces are not 
transparent, but they all have 10% translucency. 
That light also makes our spheres look softer in 
appearance, something which is very desirable 


for organic surfaces (Fig.21-22). 


BUMP. Small details that are difficult to model 
can be faked using the Bump Channel. Yes, 

it is fake detail, because it does not add more 
geometry to your surface. There are ways 

to add geometry by using something called 
“Displacement”, but for now, let's stick with 

the Bump. The following render of the spheres 
shows what the bump channel is able to do. 
Pressing the "T" button, beside Bump, will allow 
you to specify the detail you want to show on 
your surface. In this case, | have put a small 
detail on the left sphere. The middle sphere has 
that same type of detail, but instead of having 
spikes, it has little bumps. On the left and middle 


spheres you don't notice that this is not real 
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geometry. However, the sphere to the right has 
something odd: the detail is shown on the face 
of the sphere, but you don't see that detail on 
the visual border of the sphere. This is because 
bump is a visual illusion that simulates details 
on a surface. It fails when the detail applied 

is big enough to realise it is not affecting 

the geometry, just as our sphere to the right 


(Fig.23). 


SMOOTHING helps us to smooth surfaces 
between edges. If you were to render your 
surface as it is, you would get a surface that 
shows each polygon face. In order to smooth 
them out, you have to activate the smoothing 
option. So far, all of our examples were done 
with the smoothing option turned on. By 
default, this option is deactivated when you 
create a new surface. There are two ways to 
activate this option. You can activate it during 
the creation of it, on the Change Surface 


pop-up panel previously explained. You 
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can also activate it on the bottom part of the 
Surface Editor pop-up menu. Fig.24 show us 
the difference between turning the smoothing 
option on and off. The sphere on the left has 
the smoothing turned off, the sphere on the 
right has the smoothing turned on. The sphere 
on the left shows us a "faceted" look of our 


sphere, whilst the one on the right is completely 
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smooth. Both spheres are identical in their 
polygon structure. Turning on the smoothing 
option allows us to make a continuous surface 
of them. Our 3D objects consist of facets of 
polygons, even when subpatched, so we need 
a way to make it look continuous, which is what 


the smoothing option is good for. Fig.25 shows 


a screen-shot of the polygons that make our 


spheres. 


SMOOTH THRESHOLD tells us when the smoothing of the polygons 
should stop. It is set by default to 89.53°. This surface will show a hard 
edge with no smoothing when it reaches such an angle. This could 


happen at corners which have 90°. 


DOUBLE SIDED. By default, all surfaces have one side. In the real 
world, even a piece of paper has two sides, since it has volume. This does 
not happen in LightWave 3D. Surfaces are visible from one side only. If 
you see them from the other side, you will simply see through them. If 

you want to have surfaces that have two sides, you should activate the 
“Double Sided” option. All objects in nature have volume. Even a piece of 
paper seen by the side has a thickness. Using double sided polygons can 
help you to create objects such as paper and curtains - use it when you 
need to see both sides of the object, but when the object is too thin to be 


aware of its thickness. 


COMMENT. You can add a comment for each surface. This is helpful 
when you have a lot of surfaces. With it, you can better identify the 


location of the surface. You can put something such as, “This is the glass 


that is inside the bulb”. Or perhaps you could comment on a web address 
which helps you, with reference materials, to build the surface. CONCLUS ION 


So far we have seen how to apply surfaces and how to add some basic 


E BUTTONS. You can animate textures in Layout. Whenever you see properties to them by using the Surface Editor. Some advice has been 

an E button, like the ones inside the Basic Tab in the Surface Editor, it given upon how to combine these values. There are still surfacing features 
means that you can animate that property. If you click on one, the Graph to be covered in the following chapters. These however constitute a good 
Editor window will appear. This window helps us to animate a texture. To start-up and show us where some of the important menus and values are, 
deactivate this option, press «Shift» and «left click» the button. in order to get us started. We are now ready to get a little more into the 


lighting tools inside LightWave... [Next month in 3DCreative Magazine]. 
T BUTTONS. Clicking on this will bring up the Texture Editor. The 


Texture Editor allows us to be more precise on how each channel (colour, 


diffuse, transparency, etc.) is applied. It allows us to make variations CESAR ALEJANDRO MONTERO OROZCO 


based on Image Maps, Procedural Textures and Gradients. Such For more from this artist visit: http://www.archeidos.com 
concepts will be explained later on in this series. If you click on one by Or contact: montero@archeidos.com 


mistake, use «Shift» + «left click» to deactivate it. 
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In this ‘Making Of’, find out how to create the 
character, Tiny, from the old school cartoon 


classic: “Battle of the Planets”... 


NG OF TINY from Battke of the Planets 


3D Studio Max, ZBrush and Photoshop 


From my childhood memories | can remember 
watching Battle of the Planets after school, and 
as | grew up | thought about these characters, 
and they are now cooler than ever - amazed 
by their strong colours, bold designs and iconic 


silhouettes. So, | decided to create a character 


from the G-force team, choosing Tiny, simply 
New Topology 3D Sketch because | think he’s probably the last choice people would make out 
the 5 members, yet he has one of the most unique designs and forms. 
As references, | gathered whatever | could find on the Internet. Main 
references included cover illustrations by Alex Ross, and screen captures 


of the original TV show. 


Initially, | blocked out the general form of the character in 3D Studio Max, 
to find the right proportions. With a very rough base mesh | took the model 
into ZBrush to further refine the form, which allowed me to be much more 
flexible in playing with the shapes and making rapid tweaks (Fig.01). This 
step was purely a quick 3D sketch, which | could then use as reference to 
rebuild my final polygon mesh in 3D Studio Max. At this stage, | left out the 
details like gloves and accessories. | find that this process can save me 

a lot of time than if | were to create a model with the same quality purely 
from 3D Studio Max. After blocking out, | had a good understanding of my 
character. | then started to build the character by building polygons directly 
on top of my 3D sketch imported from ZBrush. | did this by creating 
vertices with face snapping on, and then by joining them to form polygons 
(Fig.02). | did this whilst keeping in mind the topology for animation; as 
well as adding more details where | felt appropriate. For individual pieces 
which had more complex organic forms (e.g. head, gloves, boots etc.), I 
liked to reiterate the 3D sketching process to find more accurate shapes 
before | retopologised. For hard surface models (e.g. belt buckle, helmet 
etc.) | generally modelled with poly surfaces combined with the shell 

and mesh smooth to turn the surface into solid parts. Once I had all my 
models created | went back to ZBrush again for a detailing pass. This 
usually only includes the organic parts, such as the face. At this point I 


tried to push the details as much as possible, adding things like wrinkles 


and pores (Fig.03). | baked these details into a normal map to use in my 


shaders; some people like to bake displacement 
maps instead but | find normal maps really give 
enough detail if your polymesh already has 


good forms. 


Apart from the face (Fig.04), textures for this 
character were very simple. Since the clothing 
and accessories are mostly very flat coloured, 
the texturing was at most complex with the 
textile or leather grains, with some stitching 
layered over, in Photoshop. Shading on the 
other hand was more complex. This character 
had many interesting shading types on him; 
skin, metal, leather, glass, and a swimsuit- 
type body suit. | gathered many photographic 
references for each of the materials and refined 
them over and over again until | was satisfied. 


This was also my first time rendering completely 


in Mental Ray, and so | also took the opportunity 


to learn more about Mental Ray shaders. The 
SSS Fast Skin Material (mi), Metal (lume) and 
Glass (physics_phen) were just some of the 

Mental Ray features that | used in the renders 


(Fig.05). 


| find fashion photography very good for lighting 
and posing references for character work, and 
have used it as reference in my own lighting. 
The lighting set up | made is fairly similar to 
standard 3-point lighting; the only difference is 
that | used 2 kick lights (one on each side), with 
variable strength, to give as much outline of the 
character as possible. | kept the key light and 
fill relatively dark to create a strong contrast 
with the strong kicks, but made sure there 

was a good range of tones to make the image 


interesting (Fig.06). 


3 Fig04 


Reflection 


| like the flexibility of making as many tweaks as possible in Photoshop. So the rendering for 

this image consisted of many render passes; key light pass, kick light pass, reflections, ambient 
occlusion and material ID (Fig.07a-e). Compositing this image was fairly straight forward, since it is 
simply a character on a background. | stacked up the key light pass and kick light pass in Photoshop 
with lighten overlay. | like to make separate render passes with different lighting so that | can 

adjust the strength of each light by blending layers within Photoshop. However, with many complex 
shaders and dense geometry, each pass still took a fairly long time to render, so | only made a 
key-fill light pass and a kick light pass to keep things simple. The ambient occlusion pass can really 
help bring the picture to life as it can help to create an effect similar to global illumination lighting. 

| usually layer the ambient occlusion pass on top with a linear burn, or colour burn, to a degree 


natural to the eye. It could also be used as a mask to decrease reflection levels in darker areas. 


To complete the image | added some atmospheric effects and painted a background to make the 
character “pop-out”. I think it is important for the background to be interesting, but it must also be MEET 
simple, as it is only there to bring out the focus: the character. | chose to paint an atmospheric 
lighting effect over the shoulder to pronounce the silhouette further. The circle frames the character 
and further enhances the focus which creates a graphical element suiting the comic nature of the 


subject. 


Although it wasn't intentional, the final image did carry a lot of influence in style from Alex Ross. This 
is my first image created with the intention of creating a complete detailed character model, and 

| think I did a fairly good job on it. Overall, | am very happy with the result, and will practice more 
work of this nature in the future. The techniques covered within this overview can be applied to any 
CG project, and | hope you will find my workflow helpful to your own projects. “Finally | would like 

to give my special thanks to Anthony Puttee, a fellow workmate who was kind enough to help me 

on skinning Tiny for posing. His enthusiasm was also a great motivation to me in finish the work. 


Cheers mate!" 


CHIH-HAN HSU 


For more from this artist visit: 
http://hhssuu.cgsociety.org/gallery/ 


ibo Or contact: 
a mW —. 2 


hhssuuQ) gmail.com 


LX 


V^ 


av 


* 
CA 
A y 
oy 


“Ghost Rider" images courtesy of Columbia Pictures. + 


© 2007 Columbia Pictures Industries, Inc. and GH.One LLC. All rights reserved. 
Ghost Rider Character TM & © 2007 Marvel Characters, Inc. All rights reserved. 
, - 


Feeling burnt out? 
Then let CINEMA 4D rekindle your fire. 


Ever found it hard to find to fire up your imagination? Then take a look at CINEMA 4D - the 
general purpose 3D app that makes professional 3D easy. Thanks to its intuitive interface, 
CINEMA 4D artists find they spend less time fighting with their software and more time creating. 
Just like the 3D artists at Sony Pictures Imageworks, who used CINEMA 4D for numerous 
special effects in the blockbuster movie "Ghost Rider". 


Lots of new functions, like the easier-to-use timeline, the amazing character animation toolkit, 
HDRI-capable 3D painting and hundreds more improvements make CINEMA 4D R10 the 
hottest recommendation for every user — no matter if you work for a Hollywood studio or 
you're a freelance artist. 


Download the free demo version today and rekindle your fire. 


MAXON 3D FOR THE REAL WORLD 


S T 
()|CINEMA 4D 
ns J 


Streamlined Interface 
Revamped Timeline 


Expanded Character 
Animation Toolset 


16- and 32-Bit Painting 
Interactive Help System 
Enhanced OpenGL 


www.maxon.net 


I'm very happy and proud to do this second Making Of article for 
3DTotal and 3DCreative Magazine, the sister company of 3DTotal. | 


wil show you how | created “Knocked Out”... 


“THE IDEA FOR THE IMAGE 

GAME FROM A SHORT 

SCENE IN ONE OF MY 

FAVORITE MOVIES PULP 
FICTION IN THE SCENE WE 

SEE ACTOR BRUCE WILLIS" 
PLAYING THE CHARACTER 

OF A BOXER NAMED. = 

BUTCH” A AA 


CREATED IN: 


3D Studio Max 8.0, V-Ray 1.5, Photoshop CS, After Effects 6.5, 


MudBox 1.0 


INTRODUCTION 

The idea for the image came from a short scene in one of my favourite 
movies, "Pulp Fiction". In this particular scene, we see actor "Bruce Willis" 
playing the character of a boxer named "Butch", as he wakes up in a 
boxing dressing room after having a little nightmare just minutes before a 
big fight (Fig.01). Obviously, | didn't try to remake the exact scene, it was 


just inspirational for me 


The Norway Rat 


. SEARCHING FOR REFERENCES 


| started with the search for good reference images for lockers and 
dressings rooms (sports related) (Fig.02). Then I searched for other 
references, such as props, boxers' clothing, rats, and basically everything 
that | wanted to appear in the final image (Fig.03-04). A few places for 


great references are: www.imagebank.com, www.dreamstime.com, www. 


photo.net, www.google.com, and www.morguefile.com. 


E 
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MODELLING 


In this part, I’m going to explain some of the 
methods | used to model the environment. I’m 
not going to talk about the character modelling, 
because there are a lot of excellent tutorials on 
the Internet, and on 3DTotal's website, about 
character modelling, so check them out. | started 
with a spline; drawing - from the top view - the 
actual plan of the room's walls (Fig.05). Then 

| used outline to determine the initial thickness 
(Fig.06). With editable spline vertex sub object, | 
changed the thickness (Fig.07). | added planes 
for floor and ceiling and booleaned a long box 
from the right wall to make a long window; using 
box primitives to make small window frames. 


| cut and extruded the walls to define the 
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Tutorial KNOCKED OUT 


hallways. Fig.08-09 shows how it looked from 
the inside and outside. | used cylinder primitives 
for the water pipes in the far right corner of the 
room, and box primitives for the acoustic ceiling; 
editable spline was used for the ceiling frame 
(Fig.10). I cut, rotated and deleted some of the 
ceiling plates and added electricity pipelines 
made from renderable splines. With editable 
poly I cut the wall corners for some damage 
details. Tip: you can add temporary omni lights 
inside the room which make it easier to see 
things in the view port, whilst working on things 
inside the room - just make sure you don't forget 
to delete them when you start working on the 


final lighting (Fig.11-12). 
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MODELLING THE FAN 

For the cage of the fan, | started with a chamfer 
cylinder (Fig.13), and added an “Affect Region” 
modifier to blow it up a little (Fig.14). | deleted 
the back faces, as well as some from the front 
(Fig.15). | selected the edges, as shown in 
Fig.16, and pressed the “Create Shape from 
Selection” button from the Edit Edge rollout 

in the Editable Poly Edge mode. | turned this 
shape to renderable and set the thickness to 
the appropriate size, repeating this action to 
the selected edges, as seen in Fig.17-18. | 


used the same method for the back part, but 


a y, 


this time | skipped the “Affect Region” action to 
get a different shape (Fig.19). For the blades, 

| drew the blade shape with a spline (Fig.20), 
applied the “Extrude” modifier (Fig.21), and then 
applied the “Twist” modifier (Fig.22). Tip: make 


sure you uncheck the “Optimize” checkbox from 


the Interpolation rollout, in the Editable Spline, 
and check the “Grid” checkbox in the “Extrude” 
modifier for smoother results in the twist action. 
| then created chamfer cylinders for the blade 
mechanism (Fig.23). For the back "hanger" of 
the fan, I started with a simple spline (Fig.24), 
then used chamfer on the two vertexes, as seen 
in Fig.25, and used fillet to round the corner of 
the splines (Fig.26). Next, under Spline Sub 
Object, | used outline to determine the thickness 
(Fig.27) and applied the "Extrude" modifier 
(Fig.28). | converted it to editable poly and 
booleaned cylinders to make the holes (Fig.29). 
| created a tube primitive and a renderable 
spline for the outer ring and the handle (Fig.30). 
Fig.31-32 shows all of the parts combined 


together. 
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MODELLING THE RAT 


| started by placing a background image, that | : Lorem yr 
found in "Google Images". | then drew a spline 
along the image's contour line (Fig.33). | applied 
the “lathe” modifier (Fig.34) and, with edit poly, | 
adjusted the vertexes to make the body shape, 
trying to use soft selection when moving more 


than one vertex at a time (Fig.35). In the top 


view, | adjusted the vertexes again to make the 
shape closer to a rat's body shape (Fig.36). I 
cut and extruded the head polygons to make 
the ears (Fig.37). | drew a spline in a shape of a 
back leg and then extruded the back polygons 
along this spline (Fig.38). | added a symmetry 


modifier so that everything that | did on one side 


was then reflected on the other side (Fig.39). 

| did the same thing for the front legs and in 
editable poly mode | extruded some polygons to 
make the fingers and the nails (Fig.40). Before 
| started modelling the tail, | collapsed the 
modifier stack to get rid of the symmetry, and 
created the tail shape with spline (Fig.41), and 
extruded the back polygons along the spline, in 
the same way that | had done the legs (Fig.42- 
43). | made a very simple bone rig so | could 
duplicate and pose the rat in different positions 


(Fig.44). 


page 107 Issue 020 April 2007 


J 


Tutor NOCKED OUT 


Issue 020 April 2007 


[UN 


: 
KNOCKED Olli‘ (1 " adcreative 


MODELLING THE GARBAGE 
CAN 


| started with the body of the garbage can, by 
drawing a spline in a shape of the can profile 
(Fig.45). | then lathed it (Fig.46), and did the 
same with the garbage bag (Fig.47-51). Next, 
| converted the garbage bag model into an 
editable poly, and in vertex sub object and 
soft selection turned on, | moved the vertexes 
to create folds and distortion (Fig.52). | then 
subdivided the first two rows of polygons and 
added push modifier (Fig.53), noise modifier 
(Fig.54), and turbo smooth modifier (Fig.55-56). 
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MODELLING THE LOCKERS 


For the lockers cells, | started with a box 
primitive (Fig.57), converted it to editable poly 
and used the “Insert” command to scale- 

down the front polygon, and then extruded it 
inside a little (Fig.58). Then, | booleaned 12 
smaller boxes from the main box to create the 
cells, and converted it again to editable poly 
(Fig.59). For the doors, | started again with 

a thin box primitive (Fig.60) and deleted the 
back polygon and scaled down the front one 
(Fig.61). | selected the vertical edges and used 
the “Connect” button to cut them in the upper 
part (Fig.62). Then | used chamfer to split them 
up a bit (Fig.63). | selected the horizontal edges 
and used the connect button again to cut them 
(Fig.64). | switched to polygon sub object mode 
and used the “Hinge Polygons from Edge” 
command to create the little upper slot of the 
door (Fig.65). Then | deleted the slot’s bottom 
polygons (Fig.66), and repeated these steps to 
make the other slots (Fig.67). Finally, | added 
turbo smooth (Fig.68) and duplicated the door 
for each cell opening (Fig.69) with vertex sub 
object selected. | pooled out some vertexes with 
the soft selection mode, and turned on to create 


bumpers and damage to the doors (Fig.70-71). 


Issue 020 April 2007 


page 111 


= 
pc 
Bea 
— 
I 


LHi 


Wi 
WY) 
LIT 


Milli 


mii 
Jb 


Juil 


ul 


Lda 


page 112 Issue 020 April 2007 


wa 


90% of the base textures that | used came from 3DTotal’s great texture 
CDs. Before | started to paint the textures | laid out the models UV’s. For 
simple models, like the bed’s metal parts and the garbage can, or the 
scales, | used regular UVW mapping (planar, box or cylinder), and for the 
room and the character | used the UVW unwrap modifier. | wanted to be 
able to control the wall texture in a single map so that | could maintain 
continuity with all sides of the room’s walls, so | laid out the wall’s UVs on 
a single map and set the resolution to 5000 pixels long, to get good results 
in a close-up render. Fig.72 shows the wall’s UV map. The base textures 
that | used for the walls (the posters were found in “Google Images”) can 
be seen in Fig.73. The final wall’s map, with close-up in full resolution, 

can be seen in Fig.74. For the floor, | used a different map on different 
UVs and gave the shader a slightly glossy reflection. The floor texture 
breakdown can be seen in Fig.75. For the ceiling, | used simple planar 
mapping on each square and created four different maps, and then spread 
them randomly across the ceiling squares. The ceiling texture breakdown 


can be seen in Fig.76. 


Walls UV Layout 


Multiply 


Final Wall Texture 


— 


Multiply 


Acustic Ceiling Textures 


Three more versions Fig76 


LIGHTING AND RENDERING 


| started to set up lights before | made the textures, which was important 
to see how the shaders and textures reacted to the lights and shadows. | 


made changes along the way to achieve the desired result. | used CEBAS 


- “Final Glow” plug-in for the glow effects on the light models. Eleven 


z 


RPF Image File Format V-Ray lights were used to light up the whole scene. The light setup from 


eee eri Gps ees (See ten Cerne) different angles can be seen in Fig.77-80. The rendering time was 2 
v Z Depth Nade Render ID 
3 Colot hours, 2 minutes and 11.7 seconds, for a resolution of 1280x1024. The 


Transparency 


Bits per channel: 


render parameters | used (all the rest remain at their default settings) 
32, Floating Point 


can be seen in Fig.81. Finally, | rendered the image in .rpf file format and 


store Alpha Channel 


Taba it overage checked the Z depth check box so that | could apply depth of field later 


Desenptive Information 


Descition | | on in After Effects (Fig.82). | rendered one pass for the character and 
Author | the bed, and another pass for the room and props. | did that to avoid bad 


antialiasing, and other artifacts, that tend to appear after applying DOF 


Ok Cancel Fig82 . , 
with .rpf file format. 
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Final image after color correction 
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COMPOSITING 


As | mentioned before, | used Adobe “After Effects” to composite the 

final image. In “After Effects” | opened the room render pass in a new 
composition and duplicated it three times; the first layer (bottom one) 
remained the same, then on the middle layer | applied a “Gaussian blur” 
effect. On the last layer | applied the “Extract 3D Channel” effect and set 
it to Z-Depth, then | changed the black point and white point to get the 
right balance. The middle layer uses the first layer as a Track Matte, set 
to “Luma Inverted Matte”, and the breakdown of the layers can be seen in 
Fig.83. Well, that’s about it. | hope this will be interesting and helpful for 
you. | enjoyed making this article and | must thank you all for reading it. 

If you have any questions, comments, criticism or anything else that you 
want to share with me, please send me an e-mail and I'll try to get back to 


you as soon as possible. 
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For more from this artist visit: 
www.ilanavital.com/ilan.html 
Or contact: 


cilans@gmail.com 
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Full-featured stand-alone illustration package. Sculpting, Texturing and 
Displacement/Normal map generation features also make it perfect for 
animation pipelines. More than a paint program, it’s powered by a real- 
time 3D renderer and has intuitive organic modeling features that can 
reach millions of polygons. Add incredible detail to your CG work with 
ZBrush now! 
ZBRUSH.COM - HOMEPAGE ZBRUSHCENTRAL.COM - COMMUNITY ZBRUSH.INFO - WIKI 
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In this ‘Making Of we see 
how Ziwen Zhang created 
his uber colourful “Flower 
Messenger’, without 
the use of third party 


programs... 


Softimage XSI, Photoshop 


One of my colleagues suggested for me to 
make a portrait. | then set my target on Liu Yifei, 
a young Chinese actress. She is now quite 
famous in China, which makes it very easy to 
find tonnes of reference images on the Internet. 
| eventually found one image of her from a TV 
show. The level of details of her costume totally 
amazed me, and so | decided to take that as my 


final reference. 


Although the details are focused on her hair 
accessory and dress, you can't call it a good 
character without having a good facial mesh. I 
started the head in Softimage XSI, using around 
ten photographs to check the resemblance 
from different angles. When | had about 80% 
resemblance, | used the final reference for 
adjusting mainly small areas that helped to 
form her facial expression (Fig.01-03). | didn't 
know much about ZBrush and didn't have time 
to learn it for this project. So, | used my old 


technique and modelled all of the folds on her 


dress (Fig.04-05). The hair accessories was not hard to 
make. | modelled two objects: a round shape and a sharp 
shape. After duplicating those a couple of times, | located 
their final position by rotoscoping (Fig.06). The character 

is almost totally camera based; most of the elements are 
modelled and rigged for that camera, and that camera only. 
Therefore, objects like her hands were modelled in natural 
pose, then rigged afterwards to match the reference image. | 
ignored every spot where the camera could not see, to save 


time and trouble (Fig.07-08). 
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TEXTURING: 


Many people like her dress. Personally, | also believe that the quality of 
the dress pushes the image to a certain level. The making of the dress 
texture was in fact quite simple. The difficult part was finding out how to 
make it. Due to the limited resolution of the reference images, | couldn't 
identify most of the shapes of those details on her dress. After weeks 

of attempting, from different approaches, | still couldn’t get the correct 
resemblance, which is where the idea of “flower messenger” took place. 
Since her hair accessories are formed from dozens of flowers, why not 
make her dress the same? By doing that, her identity is clearer and more 
visible. Perhaps | should name her the “Goddess of Flowers”? So, | found 
several flower patterns, and used them as alpha map in Photoshop. 
Instead of creating a bump map, normal map or displacement map, 

| simply used layer effects in Photoshop to simulate the bump effect 


(Fig.09-10). The result was surprisingly good (Fig.11). 


Fig13 


_ Scene Root : sphere : Hair (General) [- C 1) PIE] 


2 


General Effects | Instancing Dynamics Presets 


MAKING THE HAIR: 


Making hair is always, comparatively, very long and hard. To reduce the 


amount of work and rendering time, | created partial hair to cover those 
areas visible to the camera only. For example, | used two ellipses as a 
base to generate the hair, and then placed them at the two ends of her 
hair bun. The centre of her hair bun gets covered by the hair accessories, 


So | didn't have to worry about it (Fig.12-13). 
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The lighting set was formed by several spot lights and two point lights; one 
key light for the character, one key light for dress, a couple of supporting 
rim lights, and two point lights for the reflection on her eyeballs (Fig.15). 

| used Mental Ray for rendering. The advantage of using Softimage XSI 

is that | could render multiple passes; character pass, background pass, 
ambient occlusion pass, Z-depth pass, and couple of mask passes that 


helped me later on when retouching (Fig.14). 


Passes , View 4| 
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OMPOSITING: 


A http://jackzhang.cgsociety.org/gallery/ 


a zhangziwen110 ail.com 
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Tuc Tuc 

Shaders, Lighting and Rendering 
tutorial Part 5 of 6 for 3DSMax, 
Maya, Lightwave, Cinema4D & 
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= Texturing and Lighting 


basics part 3 
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Orozco for Lightwave 
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“YOU'VE READ THE ARTICLES, YOU'VE LEARNT FROM THE 
TUTORIALS, NOW GET THE JOB YOU VE ALWAYS WANTED!” 


Employers! If you have a position that could be potentially filled by one of 3DCreative Magazine's 20,000+ talented readers and 


would like to advertsie here then please contact lynette@zoopublishing.com 


Give yourself a flying start 


As a specialist recruiter to the video games and interactive entertainment 
market, Aardvark Swift are committed to help you find your dream job. 


Whether you are an Artist, Animator, Designer or Producer, 
we have the perfect role available for you in what is a fast- 
paced and exciting industry. We have roles both in the UK 
and abroad (as far a field as Australia!), so if you are looking 
for your next exciting challenge, and want to enjoy an 
excellent salary, benefits and work environment, give us a 
call and we'll be more than happy to help you out! 


www.aswift.com 01709 876877 


Aardvark Swift Recruitment Silicon House, Farfield Park, 
Rotherham, South Yorkshire S63 5DB 


RECRUITMENT 


Top Games Jobs 


We are managing all of Sony Computer Entertainment Europe's development 


recruitment. Their UK studios offer unrivalled development facilities and a 


creative environment. They currently have art roles available in London and 


Liverpool to work on the next generation of creatively advanced games. 


SONY They currently require: 


COMPUTER 
ENTERTAINMENT ® 


Lead Artists/Art Managers 

Animation Director 

Technical Artists (MEL Scripting) 

Senior Environment Artists 

Concept Environment Artist 

Visual FX Artist (Maya Particles/Dynamics) 


Video Processor/Editor (Final Cut Pro) 


Contact Paul: 


3dcreate@datascope.co.uk 


our expertise: your development 


datascope - recruitment specialists for interactive entertainment 


Winners London +44 (0) 20 7580-6018 info@datascope.co.uk 
2005 Chicago +1 312.587 3020 info@datascopeUSA.com 


Modellers, 
Texture Artists, 
and Graphic Artists 


Want to join a dynamic 
team, make some 
money, and create 
innovative products and 
images? 


Visit us to find out more 
http://www. vanishingpoint.biz/developerbenefits.asp 


MC 


STUDIOS 


Krome Studios is Australia’s largest 
game development studio. We now 
boast 4 project teams, over 200 talented 
people and an increasing presence in the 
worldwide game development industry. 


We are always looking for talented and 
experienced game developers to join 
our teams. 


Ifyou share our passion for games 


and would like to work on high 
profile titles in conjunction with 
the top 5 publishers in the world. 
—We want to hear from you! 


For more information on available 
positions and how to apply 
please visit our website: 


www.kromestudios.com 


TY the Tasmanian Tiger and the Krome Studios logo are trademarks of Krome Studios Pty, Lt 
characters are™ and © Universal Interactive, Inc. All other trademarks are the property 


nes 


All Rights 


page 126 Issue 020 April 2007 


RECRUITMENT 


Want to hit a home run in 
the games industry? ^W 


= 


A 


Join Kush 

Games as a 3D 

Artist and start 

working on AAA titles 

for the 2K Sports lineup. 
Help us hit another one out 
of the park! 


Please send applications to: 
Attn: Art Director 

Kush Games 

5155 Camino Ruiz, Suite 200 
Camarillo CA 93012 


or email: arttalentükushgames.com 
www.kushgames.com 


edge 174 OPM Car Bg.qxd 23/2/07 16:40 Page 1 


i Now hiring... you? 


NCsoft is seeking talented artists to join its 
seasoned team of/ipdustry professionals led by 
famed designérandfrogrammer Richard Garriott. 
This is an ekciting/opportunity to work in a highly 
creative énvironfént at NCsoft's headquarters in 
Austin, FX, cgncept art studio in Santa Monica, 

_& CA, ^or development studio 
td in Aliso Viejo, CA. 
a> 


CURRENT OPENINGS 
Senior 3D Character Artists (TX and CA) 
p 3D Environment Artists (TX) 
Senior Environment Concept Artists (CA & TX) 
Character/Creature Concept Artists (CA) 
Senior Animator (TX) 
Animators (CA) 
User Interface Artist (CA) 
To apply, please send resume and 
reel/portfolio/link to on-line portfolio to: 
Jobs-la@ncsoft.com 


visit www.plaync.com/jobs/jobs.html 
www.plaync.com 


 WWW.3DJOPS.CA 


WOULD YOU LIKE TO ADVERTISE YOUR JOBS HERE FOR FREE? CONTACT : tynetteGzoopublishing.com 
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bout us ZOO PUBLISHING 


PUBLISHING 


Is a Company publishing downloadable online 
magazines. It is based in the West Midlands 
in the UK. Zoo currently produces two online 

downloadable magazines, 3dcreative and 
2dartist. Zoo's intention is to make each issue 
as full of great articles, images, interviews, 
images and tutorials as possible. If you would 
like more information on Zoo Publishing or It's 
magazines, or you have a question for our staff, 


please use the links below. 


CONTACT INFORMATION 


www.zoopublishing.com 
www.3dcreativemag.com 
www.2dartistmag.com 

Editor > Ben Barnes 
ben@zoopublishing.com 
Assistant Editor > Warin Pismoke 
warin@zoopublishing.com 
Marketing > Lynette Clee 


lynette@zoopublishing.com 


PARTNERS 


If you have a CG Community website, and 
would be interested in reselling 3DCreative or 
2DArtist magazine please contact Lynette Clee 


on the eMail address above. 
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TuG-TUG 


ie SO SII TI dX 
/ " 


| Is our new precise, step-by-step tutorial which 


| will begin with a vehicle model and cover the 
| principals of applying shaders, placing itin — 
\ a simple scene and following with a two-part 
\ section on both lighting and rendering. The 
tutorial-will-begin-by creating and applying — 
materials for the various parts of the car, such 


as glass, chrome and tyres, as well as texturi g 
/ some simple geometry that will make up a 
scene. It will then move onto lighting where the 
focus will be on setting up a lighting rig a 
,. Aim connected to this. Finally/th 


eries will culminate with a section on rendering 


Issue 017 January 2007 


APPLYING TERIALS & 


SHADERS PART 1 


Issue 018 February 2007 


APPLYING MATERIALS & 


Issue 019 March 2007 


LIGHTING SETUP & 
(WITH HDRI) PART 1 


Issue 020 April 2007 


- LIGHTING SETUP & RIG 
| AWITH-HDRI) PART 2 — 
\ 


Issue 021 May 2007 
RENDERING 
PART 1 


RENDERING 
PART 2 


LEA € 


ENJOY... 


LIGHTING SETUP & RIG 
(WITH HDRI) PART 2 


This month we'll use an HDRI map to create a 
more realistic lighting for our Tuc-Tuc scene. 
We'll also have a look at how Exposure Control 


can affect the final look of a rendered image. 


1. Let's start by opening the TucTuc_HDRI 

Max file. It’s the usual Tuc-Tuc scene, as in the 
previous parts of this tutorial, and it does not 
have Indirect Illumination at the moment; there's 
just a Spotlight casting shadows in the scene 
(Fig.01). 


2. Now let's create a Skylight and position it 
where you would like it to go (the position of 
the Skylight does not really affect its behaviour) 
(Fig.02). Also try setting its intensity to 1,3. 


3. Open the Render panel; go to the Indirect 
Illumination tab and then follow into the Final 
Gather rollout. Enable "Final Gather", and set 
its samples to 100; then pump up its "Max 
Depth" value, to something like 10, and make 
sure that "Rebuild (Do Not Re-Use Cache)” is 
enabled (Fig.03). Render the scene, and you 
should get something similar to the rendered 
image in Fig.03. The scene is not as dark as 
it was before, and there’s also some indirect 


illumination from Final Gather and the Skylight. 
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Fig 02 


Fig 03 


Applying Shaders, Lighting & Rendering 1 UC- 1 UG 


© Render Scene: mental re I © Camera01, frame 0 (1:1) 
Common | Renderer ite lelele ce x 
Indirect Illumination | Processing | Render Elements 


([£ ____Caustios and Global Mumination (I 
EL meme] 1 
Final Gather — — 7 
IV Enable| _ — [ Radii in Pixels 
Samples: | [700 Em Radius: [Tim >| 
Filter: T "e| F Min RadiusfO1m | 
[^ Fast Lookup (Slower GI) 
IV Preview (No Precalculations) 


Final Gather Map 
Ív Rebuild (Do Not Re-Use Cache] 
| UseFile =] xi 
Trace Depth - 
| Max. Depth: [I0 — >| |Max. Reflections: 5 


Max. Bounces:[U zÍ "Max. Refractions: [5 E 


[^ Use Falloff (Limits Ray Distance) 
Start: [oom E Stop; fo Or E | 
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HDRI Load Settings f Fig 04 4. Open the Material Editor and import the 


l'o [991 X | |% Sm] o | 9 IT €9 2 HDRI map file included with this tutorial 
(probe backporch FINAL.hdr). Once you import 


Diffuse Color“ [Map #49 z] Bitmap 


I Black Point Measured Min/Max White Point 


Log. [429% >| 5000000/5,000000 [5042756 — =| 
Linear [0050792 — +)  0,031250/32,000000 [0370792 $| 


it, à new window will appear, which contains the 


Exposure 


Iv. Show Map on Back 
F^ Use RealWorld Scale 


T = p» JTE U:[00 - = 

w[oo eo S oo sj 

@ UV C vw C wi MF 
Blu; [T0 +| Blur offset: [OO >| Rotate 

JE Noise. ji 

[Bitmap Parameters 00 00] 


Bitmap: :\Luciano\Desktop\\down\probe_backporch_FINAL.hdr 
Cropping/Placement 


[ Appy View Image 


HDRI settings. Simply copy the settings that can 


be seen in Fig.04. In the Coordinates section 


Internal Storage 
C RealPixels (32 bpp) [^ Def. Exposure 
@ 16 bit/chan Linear (48 bpp) 

© 8bit/chan Linear (24 bpp) 


of the map, set it to “Environ” and the Mapping 


should be “Spherical Environment” (Fig.04). 


IV Mark White clamp 
|v Mark Black clamp | [ ] 


Cancel DK 


[v Display scaled colors by: [30 | L| 
BS 


5. Increase the RGB Level of the HDRI map in 
the Output rollout (Fig.05). 


Fig 05 


[ Invert Output Amount: [1.0 — >| 
Clamp AGB Offset: [0.0 — 2| 
[ Alpha from RGB Intensity [ RGE Levet E £|] 
[ Enable Color Map Bump Amount: 10 | 7 


Color Map : 
C RGB @ Mono [ Copy CurvePoints 


6. Plug the HDRI map into the Skylight's "Sky 


: Fig 06 
= Skylight Parameters ] |... Color' map slot (Fig.06). 
W On Muliplier[1.3 — | 


Sky Color 
C Use Scene Environment 


f Sky Color... |. ] 


Iv Map: 


backporch_FINAL. hdr] | 


Render 
[ Cast Shadows 


Havs per Sample: [20 - 
Fay Bias: [0.005 — 
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7. Also plug the HDRI map into the 
“Environment Map” slot of the Environment and 
Effects settings (Rendering/Environment menu) 
(Fig.07). This will allow the HDRI map to show in 


the reflections of reflective objects in the scene. 


8. Now render the scene again (Fig.08). The 
HDRI is lighting the scene, together with Final 
Gathering, and it also appears in the reflections. 
But the image is still too dark, and there are also 


over-exposed parts in the render. 


9. Go back to the Environment and Effects 
panel, and in the "Exposure Control" tab select 
"Logarithmic Exposure Control" from the drop- 
down menu (Fig.09). Leave everything else as it 


is for the moment. 


Fig 07 


Fig 08 


Fig 09 


(& Environment and Effects =|5) x} 


Environment | Effects | 


[- Common Parameters N 


Environment Map: M Use Map 
T hai | 


Map #49 [probe backporch FINAL.hdr] 


r- Global Lighting: 
int: 


[xo exposure control x] 
[^ Active 


r Process Backaround 
and Environment Maps 


Effects: 
a Add... 


Delete 


W Active 
Move Up 


Move Down 


Merge 


© Camera01, frame 0 (1:1) 


it |e ele os 


lal x| 
X [Raapa — -][ | 


(& Environment and Effects 


Environment | Effects | 


zlal xl 


[Common Parameters Jy 
r Background: 


Color: 


Environment Map: Ív Use Map 
Map #49 [probe backporch FINAL.hdr] J 


r- Global Lighting: 
i Ambient: 


Tm 
L Ima [Es 


Process Background 
i and Environment Maps 


T P 
T Color Correction: [ — ] 


Contrast: [80,0 — 2| J” Desaturate Low Levels 
Mid Tones: [7.0 — 2| [^ Affect Indirect Only 
Physical Scale: [7500.0 >| [^ Exterior daylight 
Effects: 
"n Add... 
Delete | 
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-ioj x Fig 10 10. Enable the “Process Background and 
Beast ERI Environment Maps" option, and click on the 
[Common Parameters) | s TN ; 
siskoni = Render Preview” button (Fig.10). After a few 

Color: $ K ; : 
Environment Man: tee Me seconds, the rendered image should appear in 
Map #49 (probe_backporch_FINAL hdr} | 
r Global Lighting: the opposite preview box. Now we can alter the 


Ambient: 


Tint: 
L ]m-—s = 


[Exposure Control S 


Exposure Control parameters, giving us real- 


time feedback on the preview image. 


Logarithmic Exposure C 


Active zá 
v Process Background 
V and Environment Maps 


Render Preview 


- ogarithmic Exposure Control Parameters j 


Brightness: [600 2| [ ColorComection: [ — ] 


Contrast: [800 — 2| [^ Desaturate Low Levels 
Mid Tones: [i0 im [^ Affect Indirect Only 
Physical Scale: [15000 =| [^ Exterior daylight 
E  Amopee | 
Effects: 
- Add... 
Delete | 


11. Set the “Brightness” to 70, and the 


[S Environment andeffects TET] e Fig 11 
Environment | Effects | [v On [spt z] = “Contrast” to 60. Enable the “Exterior Daylight” 
[= Common Parameters] J ||| Temeted — 1344779m option and set the “Physical Scale” value to 
r Shadows ; - NES 
UNE silio IV On[ Use Global Settings 80000 (Fig.11). Also lower the "Mutliplier" of the 
Map #49 [probe backporch FINAL hd) | [Shadow Map zÍ Spotlight a little to avoid the problem with over- 
Global Lighting: EE [m exposure. 
2 T? 
= Level: mm E Intensity/Color/Attenuation i 
ph» s Multiplier T0 el | 
pene tate | || a! 
= Type: [None z] 
z ogarithmic Exposure Control -| vla " Stat [700m zr SHOW 
V Active 5 
dc n m Mum 
ES [ Show End: [400m >| 
. Render Preview | Far Attenuation | 
= [use Start: [80.0m + 
r= ogarithmic Exposure Control Parameters [ Show End [2000m + 
Brightness: [70.0 || [^ Color Correction: [ — ] 
| Contrast: [60.0 — || [^ Desaturate Low Levels [t Spotlight Parameters — ] 
Mid Tones: [1.0 $| [- Affect Indirect Only [E Advanced Effects — ] 
| Physical Scale: [80000.02 ||| IV. Exterior deyiio] ([£- ShadowPametes — ] 
— : 12. Render the scene again. Now, the rendering 
© Camera01, frame 0 (1:1) B ici x| Fig 12 


is much brighter (Fig.12). 


Eimlelele oe x fram lL] 
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13. This step is optional. | have simply modified Fig 13 Material Navigation Options Utilities Material Navigation Options Utilities 
- 3 r Q 
the Tyre shader and the Glass shader, as they 6 
looked too "toonish" to me. | also modified E 
; : E 
the Falloff curve in the Diffuse slot of the Tyre ü 
shader, and set the Glass color to black. You H 
can also do these things, or perhaps you can By 
leave them as they are - it's up to you, and it 3 
depends upon the look that you want to give v | ea |X |P [s |9a| o S [Wr €9 2». | o 2 fee | X |P |2 | Qa | o |S Tee 
your render Diffuse Color; *& [Map #23 z] Falloff Surface * [Map #7 x] Glass (lume) 
-- Falloff Parameters li z Glass [lume] Parameters Em 
r Front: Side Surface Material... | B] 
Wor - None v » Diis sie eee ee EE 
ror: None v Reflectiviy sce] io 
Falloff Type: [Perpendicular / Parallel >| Transparency - sor evor er eir yess fi +| M 
Falloff Direction: [Viewing Direction (Camera Z-Axis) >| Index Of Refraction. . . ae] 5 si "I 
ar inde ecu gue erc Lights erc S ee lv 
Object None | iuc 
Fresnel Parameters: 
Tv. Override Material IOR Index of Refraction [1.5 >| 
Distance Blend Parameters: Add | Replace | Delete | 
Near Distance: [70m $| Far Distance: [700.0m >} 
Estrapolate [7 Transparency Tint i 
Uy PETERE EO RS CIS ERIS HIE lv 
- Mix Curve L [I ETdD] (Y aar IUS TSOLE IC RS S Iv 
Use Cojor:sc ooo eo ATETEA ai 
(elon EEUU | —O 
[Blur Transparency — 0 0 00 
nc UI E NAE 5 


14. One more thing to take care of is the | Figi4 Ps Gto B8 
shadows. Delete the Spotlight and create a new | meum | 
| z] 

mental ray Area Spot light. Position it in the — 
same way as we did with the old Spotlight, and OS i fr ve Fm 
make sure that it casts shadows (Fig.14). Pump 3 C = Een = Ean ME 
up the Multiplier value to 8 and enable the “Use” ; : ax Ps P es . z^ r--— 
and “Show” options for Far Attenuation. Set N E LE ido Mosis 

: JN ; / Shadows 
“Start” to 80, and “End” at about 1700/1800. Go \ IEEE | iv jor. MESSEN 
down to the Area Light Parameters rollout and ; : TEE) 
increase the “Height” and “Width” values. If you 3 j 
want more precise, and nice, shadows at the A j / Dol E 
cost of a higher render time, you can of course uA ; Type: [None >| 
increase the samples. puse [om Tn F j j ees a sooo ROT if. Jn 


[ Use — Start:[0.0m 
[ Show End [40:0 


[- Far Attenuation — — — —] 
I Use Statt: [800m - 
l Vv Show End: [1768,80 


Near Attenuation 


a 
Sl 
= 


fi [uec 
pr PUNTI [E ei Parameters) 
rl be EB ——- 
MIT HU! ju us Ny [ily Traced Shadow Parens ] 
LT OR K e e —) 
E 
M On 
[^ Show Icon in Renderer 
Type: 
Rectangle hd 
Radius [00m 2] 
Height [TO000m 2| 
Width; [1000m «|. | 
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Here are some renders from different points of 
view. Next month, we'll take care of different 
rendering aspects, and we'll also look at how to 
use some advanced effects, like depth of field, 


anti-aliasing, and so on. 


TUC-TUC 


Originally Designed & Modelled by: 
RICHARD TILBURY 

Tutorial by: 

LUCIANO IURINO 

For more from this artist visit: www.pmstudios.it 


Or contact them: iuri@pmstudios. it 


The HDR Image used for this tutorial has been 
kindly been supplied by www.unparent.com. 
The HDR Image can be downloaded free here: 


HDRI 


WWW.3dcreativemag.com 
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CINEMA 


a simple scene and following with a two-part 


section on both lighting and rendering. The 


materials for the various parts of the car, such 
as glass, chrome and tyres, as well as texturi 


some simple geometry that will make up a 


scene. It will then move onto lighting where the 


a will be on setting up a lighting rig and the 
arious parameters connected to this. Final 
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RENDERING 
PART 1 


RENDERING 
PART 2 


f 


3dcreative 


LIGHTING SETUP & RIG 
(WITH HDRI) PART 2 


Welcome to the second part of the “Lighting 
Setup and Rig” tutorial. In this session we will 
create an HDR probe which together, with the 
Sun Light, will be the lighting rig setup for our 
scene. With the support of HDRI you are able to 
create realist lighting for your scenes, because 
the High Dynamic Range images can hold much 
more information than normal RGB images. For 
this, you are able to get extreme contrast within 
the image and use that contrast to provide 

your scene with true, reflective specularity and 


accurate illumination. 


Fig 02 


1. Let’s start by creating a sphere in the scene. 


Change the amount of Radius in its properties 
so that it encompasses your entire scene, 

as seen in Fig.01. It’s not necessary that the 
sphere is an editable object, because we won't 
have to modify its geometry, so we will simply 
apply to the sphere to the HDR image as a 


texture. Rename the sphere, “Sky”. 


2. In the object browser, select the two lights 
named "Light dx" and "Light sx", and delete 
them. Since we are using the HDR probe 

we don't need to use these lights in order to 
illuminate our scene (Fig.02). On the left of 
the image you can see a render with one light 
positioned inside the scene. Remember that, 
if you want to decrease the time of rendering, [ Fé 03 
you may disable the “Antialiasing” option in the 


Render settings. 


3. Go now into the Material browser and create 
a new material. Turn off all channels, less 
Luminance, as seen in stage 1 of Fig.03. Here, 
load, as “Texture”, the “probe_backporch_ 
FINAL.hdr" file, as shown in stage 2 of Fig.03. 
Then change the "Mix Mode" to "Multiply", as 
seen in stage 3 of Fig.03. 


Page 137 


ADO) Edt Cameras Display View 
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pras Display View 
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C Material Editor 


Mix Mode 
Mig strength 


backporch FINAL hdr 


Resolution 2000 x 2000, RGB (32 Bit) 
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A File Edit Function Texture 
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*r File Edit Objects Tags Texture 


sano Q3 
= d EB ou; 10: x, 
m les zd: |e 
| „Target 9) $ 
nvronme [O12 
tuc wu: 
Ei 
^r Mode Edit User Data eo $4 


9 
| Texture Tag [Texture] 
EN 


Side [Both - 


s (SEJ 
© Selection 
` Projection [Spherical z 


Offset X [0% E! 


© Offset Y f0 % E 


Lengthy fioo% — sf 
“Lengthy fioo% sf 


© Tiles X 


1 a 
oTiles ¥ fi zi 


TT = Mix Textures IV -Tie 


[ Seamless 


FP) use uvw For Bump. 


^r File Edit Objects Tags Texture ^r File Edit Objects Tags Texture 


aon | Ee O): + [51% im 
Align To Path 

Align To Spline 
Anchor 

Bake Texture 

COFFEE 


‘Compositing 
MoGraph Tags 


External Compositing ‘Sketch Tags 
Fix Restore Selection 


CINEMA 4D Tags 

Clothilde Tags We 
Dynamics Tags 
FinalRender Stage-2 Tags 
Hair Tags 

Mocca Tags 


4 


FlashEx Load Tag Preset 


[i+ 


HyperNURBS Weight Save Tad Preset 


^k Mode Edit User Data e 


t å 


K iG Make Editable 


Keene Current State to Object 
Look at Camera 


=| Gy Render Tag [Compositing] 
B To —— 


Jv. self Shadowing 

T™ Compositing Background 
J” = Seen by Transparency 
F Seen by Refraction 

JV. Seen by Reflection 

JV Seen by Ao 


Max | x 
Threshold 10% E! 
[ Enable 

GlAcoracy [ass 3l 
TT - Matte Object 


Color =} 


EJRender Settings 
^n File 


[V Cancel if Texture Error 

7 Blurry Effects 

[Z volumetric Lighting 

[T Use Display Tag LOD 

[7 Render HUD 

[7 Cache Shadow Maps 

[V Sub-Polygon Displacement 


Level of Detail |100 % 
Global Brightness [100% — ej 


Render Gamma [22 — si 


Motion Scale a 


Dirender Settings 


^n. File 
Global Illumination [Standard zÍ 


General 
Output 
Save 


Caustics 

Ambient Occl, 

Effects 

Options Min. Resolution — [10 

Rr Max, Resolution [100 

uickTime VR. 

oars Recompute ways =f 
J7 Show Illumination in Prepass 
[Save Solution 
JV. Identical Noise Distribution 


Fig 04 4. Now apply the Sky material to the Sky object 
and give it a Spherical Projection, as shown in 
Fig.04. 

Fig 05 5. Select the “Sky” object, and, from the right 


hand menu, go into “CINEMA 4D Tags” and 
choose the “Compositing” option, as seen on the 
left of Fig.05. In the properties of this tag, make 
sure that everything, except for “Seen by Gl", is 
unchecked. This then concludes the basic setup 


for your HDR probe. 


Fig 06 ] 6. It's now important to find good Radiosity 
settings to produce the best lighting for the 
Scene. It is also important to find a good GI 
solution, in order to decrease the render 
time, and so for this we will disable the AA 
(Antialiasing) and we will modify the parameters 
of Standard Radiosity. First of all, go into 
"Render Settings", and then "Options", and 
there you must uncheck the "Auto Light" tab, 
otherwise we will have another source light that 
we don't need (Fig.06 (stage 1)). The second 
step is to enable the "Global Illumination", 
as seen in stage 2 of Fig.06. | changed the 
"Accuracy" to 1096, and the "Prepass Size" to 
1/10, for this test render. We will keep these 


parameters to make some test renders, but for 
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our final render we will increase them. On the Fig 07 


right of figure you will notice this first render with 


HDR image. 


7. If you think that the light is too bright, you 
may change the value of the “Brightness” in 
the “Luminance” channel. Let's try it out! In 
Fig.07 you will notice that | have changed the 
“Brightness” to 50% to show you the difference, 


however, | will set the Brightness to 80%. 


8. Another parameter that you can modify is 


the "Illumination" of the material. Now, you 

can see from Fig.08 that we have the two first 
parameters that concern the Gl; the second 
two concern the Caustics. Continuing on, we 
find the "Model" that allows you to choose the 
type of material: "Phong", "Blinn" or "Oren- 
Nayar”. "Diffuse Falloff", "Diffuse Level", and 
“Roughness” are related to the type of material. 
The "Phong" type is used for plastic or rubber 
materials; the "Blinn" type for metallic materials, 


and “Oren-Nayar” for concrete materials. 


9. Let's now adjust the illumination of all [Fig 09 
materials. In Fig.09, on the top-left, you can 
see the parameters for the Sky material. You 
have to generate the GI only, so you can 
uncheck everything except "Generate GI". The 
top-right of Fig.09 shows the settings for the 
Wall, Sidewalk and Street materials (concrete 
materials). Now you can see that the Model is 
set to “Oren-Nayar”. “Main_body”, “Chrome”, 
"Glass", "Light glass-1", Light glass-2", 

"Light glass-3" materials are all "Blinn" (bottom- 
left of Fig.09). "Black plastic", "Tyre black" and 
"Tyre white" materials are all Phong (bottom- 


right of Fig.09). 
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10. The last thing to do is to decrease the 
intensity of the Sun light a little, so go into its 
properties and change the “Brightness” to 70% 
(Fig.10). We therefore have to avoid to have 
parts of the car burnt by the light. Now, make a 
render. For this render, | have enabled the AA 
(Antialiasing) and have set it to “Geometry”. This 
now concludes the second chapter of “Lighting 


Setup and Rig” part of the Tuc-Tuc tutorial. 
TUC-TUC 


Originally Designed & Modelled by: 


RICHARD TILBURY 


Tutorial by: 


GIUSEPPE GUGLIELMUCCI 
& NIKI BARTUCCI 


For more from this artist visit: 
www.pikoandniki.com 
Or contact them: 


niki@pikoandniki.com 


The HDR Image used for this tutorial has been 
kindly supplied by www.unparent.com. The HDR 
Image can be downloaded free here: HDRI 
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With the HDRI setup we created last time, we 
were able to create a very nice illumination, at 
the expense of extremely long render times. 
This time, we are going to create a lighting 
setup that renders a lot faster, whilst maintaining 
a good look. As a side note, | can’t write 

a tutorial about LightWave - good lighting 

and fast rendering - without mentioning the 
renderer, “Fprime”, from Worley Labs, which is 
a great tool to render quality images in a short 
amount of time. So, check it out if you have the 


opportunity. 
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; ; " Fig 02 
For this tutorial, we are however using the — 


default renderer. This is not just because 
everyone can use it for the tutorial, but because 
the default LightWave renderer still has lots of 
advantages, and is currently still much more 


versatile. 


1. As usual, | start by adding some more 

3D objects. | chose to improve the scene by 
making it more complex, resulting in a more 
convincing final image. | did not spend too much 
time on object creation; | simply exported two 
plants from "Vue 6 XStream”, as LightWave 
objects: a cactus and a palm tree. You could 

of course always create these plants on your 
own. Usually, buying 3D model collections 

with various plants, or exporting them from [ Fée 03 
specialised programs, are a good option, as you 
will save a lot of time. Your plants are loaded in 
Layout and placed around in the scene. Rotate 
and scale every clone of the plants, so that 

they all look different. Use only a few copies, as 
these plants can have rather high poly counts 
and can therefore slow down your render 
(Fig.01). As you can see, I also created a few 
stones that were manually placed across the 


ground object, in Modeler. 


2. For this part of the tutorial, we are not using 
the HDRI for lighting the scene, and we are not 


going to use Radiosity. So, remove the outer 
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sphere and turn off the "Radiosity" in "Render 
Globals". Instead, we add the HDR image as 

a reflection map for all reflective materials. In 
"Surface Editor’, select all reflecting materials 
and change "Reflection Options" to "Ray Tracing 
* Spherical Map". As "Reflection Image", we 
add the HDR image, for example "smallprobe. 
hdr”. | used the "Image Seam Angle", which we 
used for the rotation of the image map on the 
"Outer Sphere", 315.41? (Fig.02). 


3. The "Ground" material has only used very 
basic settings until now. To make it look a little 
more interesting, | added a few procedural 
layers on the Color channel. To make the bump 
effect a bit more visible, | added a Gradient 
with the Input Parameter set to "Bump". This 
serves as the alpha map for the "Turbulence" 
procedural map underneath. The effect is that 
some of the areas with bump effect appear 
darker. | added the same gradients for the 
Specularity, so that the higher bump parts are 
also brighter. The surface looks more like sand 


in this way (Fig.03). 


4. We are going to use 3 lights: one Area Light 
for the sun (also serving to cast the shadows); 
One bluish Distant Light (without casting 
shadows) to illuminate the back side of the 
scene; and a yellowish Distant Light to serve 

as the fill light. Fill and backlight have Light 
Intensity set at approximately 3096. The Area 
Light has an Intensity of 70%, and is scaled by 
a factor of 10, resulting in very smooth shadows 
(Fig.04). 


5. When you make a test render, make sure 

to set the "Ray Recursion Limit" in the Global 
Settings to a value of 3, or 5. This value 
determines the time each light ray bounces back 
from a surface. The setting is very dependent 
upon your scene, so you have to check what 
setting looks good and renders faster than the 
default value of 16. For our scene, the value 
setting of 5 provides a good mix of quality and 


render times (Fig.05). 


6. | used the Antialiasing setting of “PLD 5-Pass" 
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for the render (Fig.06). Depending upon your Fig 07 


computer hardware, the render times may be 
quite long. It took 40 minutes on my system, 
with only 5 antialiasing passes. The reason for 
these long render times is obviously the Area 
Light which we used as the sunlight, with the 


soft shadows. 


7. Lower rendertimes would be possible with 
fewer soft shadows, so you might simply reduce 
the scale of the Area Light. But there is another 
possibility: the classic Spinning light trick. This 
is a way around achieving soft shadows of 

all light types, not just the Area Light and the 
Linear Light. The effect of this method is also 


lower render times. Add two Nulls; one is called 


“Handle”, the other one is called “Spinner”. 


Fig 08 


The “Handle” should be the parent of the 
"Spinner"; the "Sun" light should be the child of 
the "Spinner". Reset the position and rotation 
of the Light, so that it is in exactly the same 
place of the "Spinner" Null. Now you can use 
the "Handle" Null to move and rotate your light 
(Fig.07). 


8. Change the Light Type of the Sun to "Distant 
Light", and change the value to “100%”. Rotate 
the light around the “H” axis, about 10°, adding 
a little offset. Now here is the trick: set the 

time slider to 1 frame. The rotate the "Spinner" 


around the "B" axis exactly 720° (Fig.08). 


9. Go to "Camera Settings" and enable "Motion [ Fi 09 
Blur". Keep the default setting of “50%” - this 

covers half of the 360° required. This is why we 

used a rotation of 720° - to cover the full circle. 

Now, again, make a test render (Fig.09). As 

you can see, the quality could be a little better. 

Since it took only 10 minutes to render, you 

can easily improve the quality by using a higher 


antialiasing level. 
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10. As we have a bit of reserve in the render 
time, we can now do a little more to the look 

of the image - and this is Ambient Occlusion. 
There are many methods to create Ambient 
Occlusion in LightWave, but | am using the free 
plugin called, "5G AmbOcc Exp", which you 

can find and download it via the great www. 
flay.com database. Once you have installed 

the plugin, add it as a shader to the "Ground" 
material. We are only adding it on the "Ground" 
material for demonstration purposes only. Use 

a "Number of Rays" value of 5 and a maximum 
"Ray Length" of 700 mm. Turn on all channels 
and disable "Surface Override", because we want 
the Ambient Occlusion to be computed together 
with the main pass (Fig.10). For animation, or 
best post processing possibilities, you might want 
to create a separate output pass for the Ambient 
Occlusion instead. Rendering Passes will also be 
discussed in Parts 5 and 6 of the Tuc-Tuc tutorial 


series. 


11. It is now time for another render. My render 
took 32 minutes - don't forget this is with 
Ambient Occlusion shader and "PLD 12-Pass" 
Antialiasing. You might also want to try out the 
"Dithered Motion Blur" for even softer shadows 
(Fig.11). With the spinning light trick, you can 
also use the "Depth of Field" without additional 
render times. Depending upon what you want 
to do with your scene, this can save you a lot of 


time. 


12. We have now looked at two principal 
methods of lighting a scene; one using Radiosity, 
and the other with traditional lighting. Techniques 
like the spinning light trick, or ambient occlusion, 
can be used in both approaches, so you should 
experiment with different setups. This image, for 
example, uses an Area Light, and a more subtle 
Ambient Occlusion - which was rendered as 
Separate passes for all surfaces (with "Surface 
Override") and was multiplied in Photoshop 


(Fig.12). 


13. The scene and lighting setup that you choose 
will again be very dependent upon the scene you 


have. For animation, traditional lighting might be 
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preferable because of the faster render times. 
For true photorealism, you most certainly need to 


use Radiosity. 
TUC-TUC 


Originally Designed & Modelled by: 


RICHARD TILBURY 


Tutorial by: 

ROMAN ‘DOUGH KESSLER 
For more from this artist visit: 

dOUGh-CGI 


www.dough-cgi.de 


The HDR Image used for this tutorial has been 
kindly supplied by www.unparent.com. The HDR 
Image can be downloaded free here: HDRI 
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LIGHTING SETUP & RIG 
(WITH HDRI) PART 2 


In this part we're going to discuss tuning the 
lighting in order to get some really good results, 


like volumetric light or light fog, for example. 


1. The first thing that | want to do is to add 

a volumetric effect to the lights from the top. 
Simply create a Spot Light. As with any other 
light, it can’t be directly visible, so we need to 
fake the effect of visibility. In order to do this, 

| need to add a Light Fog effect to my newly 
created Spot Light. Simply click on the “checker 
board”, to the right of Light Fog tab. Maya will 
assign a coneShape node to your light. In Fig.01 
you can see the setting for the Spot Light and 
Light Fog. You will notice that | have used a very 
big value for the light and a cubic Decay Rate. 
l've done this because | wanted to lower the 
intensity of my light, with the distance, by a the 
power of three, or cubic. You can try different 
combinations of quadric or linear Decay Rates, 
combined with the intensity of the light, in order 


to simulate different realistic lighting. 


2. In Fig.02 you will see a short render of this 
Spot Light with it's Light Fog - it looks pretty 
good. | have a nice halo around the light, and 
the Light Fog is spreading pretty well. | think this 
will work well as a light for my car. Of course, 
you are free to try different combinations and 
settings for the light, and for the fog. Also notice 
that, if you want to scale the coneShape, it 
seems like you have a slight problem with the 
fog selection. | usually use Hypergraph to select 


the coneShape (highlighted in red, in Fig.02). 


3. Arrange the light on top of your car, in front 
of your top lamp, and see how it looks. You can 
scale the light or the fog until you are satisfied 


with the results (Fig.03). 
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4. If I am happy with my light, then | will want 
to duplicate it and move it to the other side. 
Unfortunately, if I’m duplicating the light, I'm 
going to lose the light fog (even if it seems like 
you have a light fog on your duplicated light). 
So, what I need to do is to duplicate the light, 
move it to the other side, delete the fog, and 
create another fog node using the same steps 
as we used for the first light. This is the simplest 
way. You may also want to try and connect 
the nodes, but this technique is a little more 
advanced, and | prefer to use this method right 
now (Fig.04). 


5. Now I’m going to create the front light. Using 
the exact same steps, | created a new Spot 
Light, but instead of using Cubic Decay Rate, 

| wanted to try it using the Quadratic attribute, 
because | wanted to have more light, and much 


further light, at the front of my car (Fig.05). 


6. The next step is to scale the fog a little. In 

order to do this, simply select the coneShape in 
Hypergraph, and scale it outwards, as in Fig.06. 
Notice that once I’ve selected the coneShape in 


Hypergraph, the Spot Light remains unselected. 
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7. Check all of the attributes for the lighting, and 


do a quick render to see how it looks (Fig.07). 


8. | wanted to check to see if my lights were 
helping the car to look good during the night. 
So, | turned off all of the visible attributes for 
the HDRI image: “Visible as Environment”, 
"Visible in Secondary Reflections", "Visible in 
Refractions", and "Visible in Final Gather". This 
way, I’m using only the secondary lights from 
the scene and, of, course the light from the car. 
| think my car looks pretty good at night. There 
are a few small problems at the windows, but 


that's not an issue right now (Fig.08). 


9. After I’ve finished with volumetric lights, | still 
need to add a few more lights. | have to simulate 
somehow that | also have these two front-side 
primary lights. Actually, these two lights will give 
me the principal illumination during the night, 

at close range. In order to do this, I’m going to 
use another type of light, named “Area Lights”. 
These are very good, but they are also huge 
consumers of render time, so be careful how, 
and when, you use them. I’m going to use four 
of them, so this will increase the render time a 
lot. | have centred my Area Light right in front 

of my front lamp, and | tune the settings until | 


achieve a good result, as in Fig.09. 
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Fig 10 - Day 


Fig 10 - Night 
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10. After I’ve finished with this, | need to see 
how it looks with all the lights - both in the day 
and at night (Fig.10). 


11. I'm pleased with the results, so | can 
duplicate and add the light to the other side. 
Notice that, this time, | can duplicate the light 
since | have no fancy effects added to it. Simply 
duplicate the light and move it to the other side 


of the car (Fig.11). 
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12. Now it looks pretty good with all the lights in 
place. Nevertheless, | am still not quite happy, 
because (as | have highlighted in red in Fig.12) 
my front lamp doesn't quite look like it's emitting 
light, but it should be glowing. | have two 


methods to solve this situation... 


13. One method is to start rising the “Glow 
Intensity" attribute from the "frontLamps" 
material, as in Fig.13. This is a pretty straight 
forward method, but I’m not quite happy with it 
because it doesn't give me a lot of control. For 
small projects you can definitely use it to fake a 
light. But | prefer to use another set of lights to 


"fire up" the front lamps. 


14. So | have made a duplicate after each of 
the front Area Lights, and | have rotated each 
one of them by 180 degrees. In Fig.14 you can 
also see that | have also changed the intensity 
and Decay Rate down, because the light is now 
very near to the lamp and | don't need too much 
intensity. That's it now for our lighting tutorial - | 
hope you have learned something new and that 


it may prove to be useful for you in the future. 
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|| -| Depth Map Shadow Attributes 
| F Use Depth Map Shadows 


Resolution |512 al 
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Originally Designed & Modelled by: 
RICHARD TILBURY 
Tutorial by: 


BOGDAN HORDUNA 


For more from this artist, contact them: 


suiobo@yahoo.com 


The HDR Image used for this tutorial has been 
kindly supplied by www.unparent.com. The HDR 
Image can be downloaded free here: HDRI 
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SOFTIMAGE | KS! 


Is our new precise, step-by-step tutorial which 
will begin with a vehicle model and cover the 
principals of applying shaders, placing it in 
a simple scene and following with a two-part 
section on both lighting and rendering. The 
tutorial-will-begin-by-creating-and- applying 
materials for the various parts of the car, such 
as glass, chrome and tyres, as well as texturing 
some simple geometry that will make up a 
Scene. It will then move onto lighting where the 
focus will be on setting up a lighting rig and the 
various parameters connected to this. Finally'the 
Series will culminate with a section on rendering; 
where the aim will be to finish with a polished 


image. The schedule is as follows: 


Issue 017 January 2007 


Issue 018 February 2007 


Issue 019 March 200 
TTY 


Issue 020 April 2007 


Issue 021 May 20 
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LIGHTING SETUP & RIG 
(WITH HDRI) PART 2 


Last time we discussed how to light a scene 
using GI and photons emitted from lights. This 
time we will consider a different approach to 
lighting, using Image Based Lighting. But before 
we can start, we should have a look at Final 
Gathering, which is used by IBL (Image Based 
Lighting) to create realistic lighting for a scene. 
As it is said in the XSI Wikipedia, at http:// 
softimage.wiki.avid.com/xsidocs/final_gathering. 
htm, “Final gathering is a way of calculating 
indirect illumination without using photon 
energy. Instead of using rays cast from a light to 
calculate illumination, final gathering uses rays 
cast from each illuminated point on an object’s 
surface. [...]". And it also says that, "The overall 
effect is that every object in the scene becomes 
a "light source", at least to some extent, and 
influences the color and illumination of the 
objects and environment surrounding it. You 
can combine direct illumination and/or global 
illumination with final gathering to increase 
photorealism in your scenes. Used in the 
correct way, final gathering can create stunning, 
photorealistic lighting in a fraction of the render 


time needed for global illumination alone." 


So, after these interesting statements from XSI 
Wikipedia, let's see how all of this works using, 
first of all, a simple scene. Let's start by opening 
the "FG Rig scene", which is included with 

this tutorial. The scene is really simple: a box- 
shaped room with a sphere in it, and a larger 
hemisphere surrounding everything. There's 

a spotlight casting light from outside the room 
(which has a window open on its east wall to let 


light enter into the room). 


1. In Fig.01 you can see how the scene looks, 
and there's also a render region showing a 
dark room with a sphere, and some very dark 


shadows. 


2. A pure white "Constant" material was 


assigned to the huge hemisphere surrounding 
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Fig 01 


Fig 02 


Fig 03 


OZ) 
Nar me. A 


View Render Options 
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Fig 04 the whole scene (Fig.02), but as of now it does 


not affect the scene lighting in any way. In fact, 
the spotlight remains the only light source in the 


scene. 


3. If we go into the Region render property page 


(Final Gathering tab) and we turn the Final 


Gathering option "on", then something starts 


to change (Fig.03). The scene is still too dark, 


so we need to manage the Final Gathering 


parameters to let more light rays bounce around 


in the scene, from one object to another. 


4. First of all, let's change the spotlight 
parameters: set its Color to bright yellow 


(remembering that natural light is never pure 


View Render Options &* 9! E Fig 05 white), and its Intensity to 1 (Fig.04). 


5. Go back to the Region property page, and 


w View Render Options 
Aliasing Active Effects Optimization Shadows Motion Blur 


Photon MENEAREN] Logced Messages Diagnostic Mode in the Final Gathering tab change the Multiplier 


colour mode to HLS (just click on RGB button 
and it will change to HLS). Now we can set the 


L (Light) value of the Multiplier to a higher value, 


such as 3. Render the scene again and you 
should have something similar to Fig.05. The 
scene is now much brighter than before, and 
we can see some light bouncing into the darker 


[Bg veer | | corners of the room. 


View Render Options 


Fig o | 6. We need some more bouncing light now, so 


SFO). x 
Gee) P) Load , Save 2 


simply increase the "Bounce" value to 2 (Fig.06), 


Copy Options from Render... | 

[~ View Render Options 

Aliasing Active Effects Optimization Shadows Motion Blur 
Photon Final Gathering | Logged Messages Diagnostic Mode 


and then render again. 
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7. Now we have brighter lighting in the scene, Fig 07 [ View Render Options 


but we also have some artifact problems. Simply 
increase the “Accuracy” value to 100 (Fig.07), 
and then render again. It is much better now, but 
as you have probably noticed, the render time 
has increased somewhat. The higher the quality 


of your image; the higher the render time will be. 


8. In Fig.08 you can see some more tools which 


you can use to achieve better results, keeping 


an eye on the render time. The “Preview Final 
Gathering" option gives you an idea of what's 
happening during the computation of the Final 
Gathering points. This is a sort of ‘preview’, in 
order to spot any major problems before seeing 
the final, rendered image. This may come in 


handy if there is a major problem, for example 


View Render Options 


Fig 08 
if there is no light in the scene at all, or maybe TIR 
it'S too dark, or too bright. The "Automatic 
Compute" button automatically sets the values 
of "Min Radius" and "Max Radius", by evaluating 
your scene and object size and choosing the 
best compromise. You should use this as a 
starting point, and then change these values 
manually if you are having problems with the 
Final Gathering quality. In the Final Gathering 
Map tab, you can set the Map File option to 
"Generate FG points only if file doesn't exist" 
mode, to save render time when you are making 


minor changes to the parameters. For bigger 


changes, you need to set it back to default, 
because XSI needs to recalculate the Final 
Gathering solution from scratch. Please note - 
Fig 09 
that the Accuracy was set higher (300) for the 


final rendering. 


9. Now let's have a look at Image Based 
Lighting. To start using this, you just need an 
HDRI map file (there's one included with this 
tutorial). Open the "HDRI. Rig" scene and 

have a look at it. As usual, we'll start from a 
simple scene and then experiment with the real 
Tuc-Tuc scene. This scene is composed by a 
polymesh grid, and a sphere on it. There's a 
spotlight casting light and shadows in the scene 
(Fig.09). If you render the scene, you'll see that 


it'S too dark, as the spotlight is not enough to 


have a realistic lighting effect on the scene. 
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Fig 10 10. Let’s now add an IBL pass. Go to: Render > 


Pass / Edit > New Pass > Image Based Lighting 
(Fig.10). Answer “No” to any windows that pop 
up. This will then open the file browser, then you 
can select the HDRI map file included with the 


Regon | | tutorial (probe_backporch_FINAL.hdr). 


Refresh 

Preview D 
Render D 
Export toMI2__» 


Figi | 11. This will open up three new windows: 


"probe backporch FINAL hdr" texture property 
page, "HDRI Pass" property page, and "HDRI 
| Environment" (Fig.11). If you take a look at 
2 | the render, you'll notice that something has 
if changed; it is not as dark as before, but it’s still 
| [azar Crac =a _ HORT Eno 3 not great. 


Fig 12 12. Now let's view in detail what the IBL does. It 
creates an Environment with the HDRI texture 
map surrounding the whole scene, and it also 
enables Final Gathering in the rendering options 


(Fig.12). 
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13. Let's go back to the HDRI Environment Fig 13 HDRI : Environment 
— auo « > @) 


property page (Fig.13). In the "Environment" 
mode you can set the shape of the HDRI map 
(spherical, in this case). The "Intensity" tab is 
very important, because it allows you to set the 
quantity of lighting coming out from the HDRI 


map. 


14. The "Background" value lets you set the 


Fig 14 
quantity of visibility for the HDRI texture in the 
background of the scene (Fig.14). 
15. The "Image" parameter is used to set the EL 15 HORI: Environment (General) 


quantity of light coming out from the HDRI 
texture (Fig.15). 
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Fig 16 16. The “Reflections” value is used to set the 


quantity of influence that the HDRI has on the 


reflections in the scene (Fig.16). 


Spherical 


Fig 17 17. Now we can try to use HDRI lighting in our 


Tuc-Tuc scene. Open it up and create a dome 
hemisphere around the whole scene. Assign a 
pure white "Constant" material to it, and delete 
every other light source (like spotlights, omnis, 


default lights, etc.) (Fig.17). 


Fig 18 18. Create a new Spot Light and position it as 
shown in Fig.18. Also, copy its parameters from 
the property page, as shown in the middle of 


Fig.18. 
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E 


19. Create a new IBL Pass, just as we have 
done earlier on, in step 10 of this tutorial. Open 
the HDRI Environment property page and set 
the "Image" value to 3. Also, if the map is too 
dark in the background, then pump up the 
Background value to something like 5 (Fig.19). 


| VewRenderüpions — —  — [Xv PES 
[RESI] 0 css se? 


Copy Options from Render... . 

M View Render Options 
Aliasing Active Effects Optimization Shadows Motion Blur 
Photon Logged Messages Diagnostic Mode 
Paths 


3,000 
3,000 


) Refraction (2 — | 
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20. Go to the Final Gathering tab in the Render 


property page, and copy the parameters shown 
in Fig.20. Enable "Preview Final Gathering"; set 
the Accuracy to 100 (or more, depending upon 
the results you get); hit the "Automatic Compute" 
button. If you need to, you can manually change 
the Min Radius and Max Radius values later. 
Let the Final Gathering calculate once, and then 
enable the Generate Final Gathering points, 
only if the file doesn't exist. Remember that, if 
you need to make major changes to the Final 
Gathering solution, you should set this option 
back to its default, or you won't notice any 


changes in the renderings. 


Issue 020 April 2007 


4 | 


|» Fi 
Applying Shaders, Lighting & Rendering TUC-TUG 


Here you can see some renders from different 
points of view. Next month, we'll start working 
on advanced rendering options, tools and 


effects... 
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Originally Designed & Modelled by: 
RICHARD TILBURY 

Tutorial by: 

LUCIANO IURINO 

For more from this artist visit: www.pmstudios.it 
Or contact them: iuri@pmstudios. it 

The HDR Image used for this tutorial has been 
kindly supplied by www.unparent.com. The HDR 
Image can be downloaded free here: HDRI 
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